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Excellent Vocal Methods. 



BASSINI'S ART OF SINGING. 

AN ANALYTICAL, PHYSIOLOGICAL AND PRACTICAL SYSTEM FOR 
THE CULTIVATION OF THE VOICE. By Carlo Bassini. Edited 
by R. Storks Willis. 

This work is one of the greatest excellence as a System of thorough and 
scientific instruction in the art of Vocalization. To say that as a book of this 
kind it has no superior, would be to award it but partial justice, since the 
best judges of the merits of such works readily admit tnat it has no equal. 

Price in boards, complete $4.00 

" " abridged 3.00 

Bassini's Method for Tenor Voice. 

Comprising all the excellent features of the above method for the Soprano. 
Price $4.00. 

THE STANDARD SINGING SCHOOL, 

A COMPLETE METHOD FOB 

The Cultivation and Development of the Voice, 

And for acquiring the Art of Singing based upon the 

CELEBRATED SCHOOL OF GARCIA. 

With additions, and adaptations to the English Language, prepared for the use of 
Conservatories, Classes, and Private Teachers. 
BY X. U. SOUIJ&MB. 
Price $3.00. 

PANSEROFS A B C OF MUSIC. 

(Abridged.) 

PROGRESSIVE LESSONS IS TEE RUDDfENTS OF MTTSI0. 

Of peculiar value in conducting primary instructions in Vocal Music. 
Price in boards, $1.00. 

ANTHEM AND CHORUS BOOKS 

That are used in our Best Choirs and in the Leading 
Musical Societies of the Country. 
NOT ONE BUT IS OF SUPEHIOB CHARACTER. 

Baumbach 9 s Sacred Quartettes. A Choice 

Selection of Pieces from the Works of the Great Masters, and a great num-r 
ber of Original Compositions and Arrangements for the Opening and Close 
of Service. With Piano and Organ Accompaniment. Boards. $2.60: 
Cloth, $2.75. 

Bosto^ Academy 9 s Collection of Choruses. 

Beineflreelection from the Works of the most eminent composers, Handel, 
Haydn, Mozart, Beethoven, and others. With an accompaniment for the 
Piano-forte and Organ. Boards, $2.50. 

Buck 9 S HHotet Collection. Composed, arranged, and 
selected by Dudley Buck, Jr., Hartford, Ct Board*, $2.50; Cloth, $2.76. 

Church and Home (The). A Collection of Anthems, 
Motets. Extracts from Oratorios and Masses, Chants, &c, from the wbrks of 
Handel, Haydn, Mozart, Beethoven. Weber, Mendelssohn, Cherubini. Novello, 
and others. A choice variety of Short Pieces, for Introduction and Close of 
Service. Selected and adapted by George Leach. Boards. $2.50: 
Cloth, $2.75. ^ ^ 9 

New Oratorio Chorus Book. Containing the 

leading Choruses of the principal Oratorios, with popular Selections from 
favorite Cantatas. Boards, $1.55. 



Barmonia Sacra. 



Trios, Duets, Solos, and Chants, original and selected, 
and J. E. Gould. Boards, $1.38. 



A Collection of Anthems, Choruses, 
By E.L. White 



CQ^StellflfSo^* A Coition of Anthems, Choruses, and 
Sacred Quartettes, adapted to the wants of Conyenti'onfl, Choral Sociefciss, 
and Social Practice. Boards, $1.50. 

Sacred Chorus Booh. By E. L. White and J. E. 

Gould. Boards, $2.50. Sent post-paid on receipt of price. 

Chorus WreO&l* A Collection of Sacxed and Secular 

Choruses, selected from Oratorios, Operas, and the works of the beet com- 
posers. Boards, $1.50. : * 

This new compilation will prove highly acceptable ,to Choirs, Musical 
Societies, and Conventions that require in a compact and convenient form the 
very best vocal compositions for private practice or puMic performance. 

JPeace JuWleQ Mus%C. All the Choruses, both Sacred 
and Secular, sung at the Great National Peace 'Jmbfleey hekT in Boston, 
June, 1869. A splendid book for Singing Societies and Conventions. Priee 
60 cts. Pull orchestral parts can also be furnished for all the Sacred 'Choruses 
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CREATION. By Haydn. Paper, 75 cts.; Boards, ,$1.00; Cloth, $1.50. 

DAVID. By Neukomm. Boards, $1.00. 

ELI. By Costa. Paper, $1.75; Boards, $2.00; Cloth, $2<50. 
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MOSES IN EGYPT. By Rossini. Boards, $2.25. 
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PASSION MUSIC. By J. S. Bach. (German and English Text.) Paper, 

$1.75; Boards,, $2,00; Cloth, $2.50. 
SAMSON. By Handel. Paper, $1.00; Boards, $1.38; Cloth, $1.60. 
ST. PAUL. By Mendelssohn. Paper, $1.88; Boards, $1.60 ; Cloth, $2.00. 



JUST PUBLISHED. 

eossini's messe sokeoti&le, 

Complete. Paper, $1.60; Boards, $2.00; Cloth, $2.50. 

THE ONLY AUTHORIZED EDITION. 

It has the advantage of both Latin and .English wards. With 4ill pfano 
accompaniment, to which \% added a separate organ accompaniment for Cabinet 
Organ or Harmonium, which' combination gives a very goocT orchestral effect in 
addition to the .voices. T^he only complete edition, m^ineric^^md Jhe only 
edition with both Latin and English words. " " 

NEW CHURCH MU8IC BOCK. 

THE CHORAL TRIBUTE. 

By L. O. l»G»3QNMMLth(ttflf "Parp^pf^u^;' "J^ilaje,"^ 
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publication. - , . . «... - , , , .» ,~ 

Many of the most popular composers of sacred music through the country 
have made sprcjal c^ntrihntto^ tjw ^w£ple collejc{ip*|brma 
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Fresh Hymn Tune*, Anthems, Motets, Jtc. for the J>ecotienal 
Service $ smd new Glees, Quartettes, &e. for the Singing 
School and Social Circle. 

A few standard Congregational tunes of each metre are inserted in tht 
Appendix. -The CHORAL 'TKLBOTE contain* 4©0 pages, wMoh are divide* 
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V. — CONGREGATIONAL TUNES. 



Price 91.50 per copy. 



Valuable Music Books published by Oliver Ditson & Co., Boston: C. H. Ditson & Co., New York. 



Sent, poitase paid, on receipt of price. 



WORKS 



OK 



MUSICAL COMPOSITION. 



Weber 9 9 Theory of Musical Composition. Treated with a 
view to a Naturally Consecutive arrangement of Topics. Translated 
from the third enlarged and improved German edition. With Notes. 
By James F. Waenbb. 2 volumes. $6.00. 

Woodbury's Elements of Musical Composition. With 
rules for arranging Music for full Orchestra and Military Bands. By 
L B. Woodbuby. 75 cents. 

Guide to Musical Composition. For those who desire in a 
short time and without a teacher to acquire the art of inventing Melo- 
dies, and of providing them with suitable accompaniments. Especially 
of composing the easier kinds of musical pieces. By Heinbich 
Wobutjlhbt. Translated by J. S. D wight. Cloth, $1.25. 
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Johnson's Harmony. Practical Instructions in Harmony, upon 
the Pestalozzian or Inductive System ; teaching Musical Composition 
and the Art of Extemporizing Interludes and Voluntaries. This work 
is designed for " new beginners." It imparts a knowledge of Har- 
mony by exercises which the student is to write. The utmost sim- 
plicity of language has been used in the explanations. By A. N. 
Johnsof. Price $1.25. 

A New Manual of Thorough Bass, and Text-Book of 
Musical Theory. By Edward B. Oliver, Principal of the 
Mendelssohn Musical Institute, Boston. For beginners, and even for 
advanced scholars as a book of reference, it will be found invaluable. 
Price, in cloth, 67 cents ; boards, 50 cents. 

First Steps in Thorough Bass. In Twelve Familiar Lessons 
between a Teacher and a Pupil. Price 75 cento. 

Burrowes's Companion to Thorough Bass Primer. 

Being Fifty Preliminary Exercises, consisting of a Bass and Melody ; 
to which is added a Key to the Exercises. This is one of the finest 
works on Thorough Bass extant. Price 75 cents. 

Elements of Thorough Bass and Harmony. Designed 

for the use of Schools, Classes, and Conservatories, and as an aid in 
acquiring the art or plating church music, and of extemporizing. 
By L. H. Southard. Cloth, 67 cents ; boards, 50 cents. 
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Calcott's Musical Grammar. In Four Parts. I. Notation. 
II. Melody. III. Harmony. IV. Rhythm. Containing within a 
small compass the leading principles of Music. By Dr. Calcott. 
Price $1.00. 

Clarke's Musical Catechism. Designed for the assistance of 
Teachers of the Piano-forte. Prepared from the One Hundred and 
Eighth English Edition. 38 cents. 

Five Thousand Musical Terms. A Complete Dictionary of 
Latin, Greek, Hebrew, Italian, French, German, Spanish, English, and 
such other Words, Phrases, Abbreviations, and Signs as are found in 
the Works of all eminent Musical Composers. By John S. Adams. 
Boards, 75 cents. 

Lenhart's Elements of Music. A clear and systematic arrange- 
ment of Rules for the Piano-forte. To which are added Burrowes's 
Guide to Practice, and Czerny's celebrated Letters on the Art of 
Playing the Piano. 50 cents. 

Marx's General Musical Instruction. An aid to teachers 
and learners in every branch of musical knowledge. By Dr. Adolph 
Bbrnhard Marx. Cloth, $2.00. 

This is a translation of one of the most valuable theoretical works on 
the science of music published in Germany. 

Materia Musica: or, Materials for the Fianist. A 

Class Book, containing the Principles of Music applied to Piano- forte 
Playing, adapted for Private Tuition, but more especially arranged for 
the Use of Schools for Young Ladies, Normal Schools, and other 
Seminaries of Learning. By J. C. Englebrecht. 75 cents. 

Moore's Complete Encyclopcedia of Music, Elementary, 
Technical, Historical, Biographical, Vocal, and Instrumental. Em- 
bracing a complete history of the science from the earliest time to the 
present; a v*r T full and comprehensive musical biography of more 
than four thousand distinguished musical celebrities and composers. 
The author has endeavored to present all the necessary information 
which may be required by those who wish to arrive at eminence as 
vocalists or musicians; and he has given a description of, or direc- 
tions how to use, all the known musical instruments ; with more than 
two hundred short yet important essays upon various subjects connected 
with the art and science of music, and almost every subject to which 
the attention of the musical student should be directed. By John 
W. Moore. Cloth, $6.00. 

Oliver's Text-Book. By E. B. Oliver. Cloth, 67 cents. 
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Treatise on Symmetry and Musical Form, Rhythm, Melodic Structure, 
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Tlie Tuner's Guide. Containing a Complete Treatise on Tuning 
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specification of defects and their remedies. 60 cents. 




POSITION AT THE PIANO-FORTE. 



A METHOD 

FOR THE 

« 

PIANO-FORTE, 

BY 

WILLIAM MASON and E. S. HOADLY. 



American Fingering. 



Edition *f thi* Work ift publMwd with European Fingering,) 



BOSTON: 

Published by OLIVER DITSON & CO., 277 Washington Street 

NEW YORK: C. H. DITSON & CO. 




PREFACE. 



This book is designed not only for those who wish to 
play the Piano-forte merely as an accomplishment, but also 
for such as intend to become its masters. It opens the 
shortest possible road to that proficiency which those of 
the former class generally desire, namely, sufficient to en- 
able them to play ordinary accompaniments of vocal music 
and easy pieces at sight ; .to play difficult pieces with a 
reasonable amount of practice ; and to improvise correctly, 
though simply, as occasion may require. At the same time 
it teaches thoroughly and artistically, within its limits. 
The training of those who aim at but moderate accomplish- 
ment should be identical with that of the professional 
musician, in the earlier stages of his course. 

This method will be found to vary in important respects 
from others. It is the result of very careful and consider- 
able experience in teaching, and of unusual opportunities 
for observing and closely studying the modes adopted by 
many of the most eminent teachers in the world. Though so 
much will be found that is new, there is nothing which has not 
been most thoroughly tested by extensive use, and of which 
the practical value has not been abundantly proved. 

It is believed that some of the features which are original 
in this work are of great importance, as tending in an emi- 
nent degree to excite and retain an active interest on the 
part of the pupil, and to secure the most rapid, and, at the 
same time, thorough and accurate progress possible. 
Attention is called to the following points : 

1. Those explanations and minute directions which the best 
teachers give orally to their pupils, have, as far as possible, been 
written in detail ; the explanations are arranged in paragraphs, 
and, for convenience in reference, are numbered from the be- 
ginning onward. 

2. The art of fingering is more fully taught than in any pre- 
vious work ; new modes of overcoming difficulties are introduced, 
and principles are elucidated by copious analyses which enable 
the learner to understand them easily. Lessons are given to be 
fingered by the pupil, and submitted to the teacher for correction. 
This is a field that needs cultivation, and in which much may 
be done. 

8. The pupil is taught to recognize intervals, and to select 
scales and chords mechanically upon the key-board, and thus 
gains a clear understanding of them with very little use of 
technicalities. 

4. In/all the exercises and recreations, before the Major scales 
are learned, and a good degree of finger-skill is acquired, the 
hand, though in different places upon the key-board, takes five- 
key nositions only, and is not in any instance required to play 
double-tones or repeated-tones. Experience shows, that un- 
til a certain proficiency is attained, extensions and contractions 
confuse the learner, and tend to prevent the formation* of a most 
important habit, which, in a majority of cases, assists the player; 
namely, the taking a five-finger position whenever the hand is 



placed upon the key-board. It is found also that, at first, the use 
of double-tones— two keys struck simultaneously by one hand, 
and repeated-tones— produced by striking a key successively 
with the same finger, tends to stiffen the muscles. These obsta- 
cles in the path of the learner are therefore excluded from the 
earlier lessons. 

5. A new and peculiar mode of treating Accents as a means 
of training the pupil is introduced. Teachers can appreciate 
the importance of this only by large experience in its use. The 
Accent Exercises have been composed upon the principle that 
every power of the hand may be put in requisition in Piano- 
forte playing, and that a systematic and methodic training of 
all the fingers in every possible order of succession will best de- 
velop, strengthen, and fit them for use. These exercises are im- 
portant, also, because they tend to discipline the mind, and im- 
part a clear insight into divisions of time, thereby assisting the 
pupil to an animated style of playing, and relieving monotony. 

6. The exercises are condensed as much as possible, without 
destroying their clearness and utility. Thus, for example, pages 
102 and 103, upon Double Thirds, contain all that is valuable 
in a dozen pages as usually presented. By this means, a great 
number of exercises are introduced in a small compass, render- 
ing the work more complete and useful. 

7. While a thorough training of the hand, preparatory to 
encountering the difficulties of modern compositions, is going 
forward, a large number of Recreations and Pieces are provided 
to be progressively used, furnishing the pupil musical reading and 
culture, as well as relief. This selection of music is very pleas- 
ing ; not a single composition has been admitted^ that is not 
really attractive. It affords the great advantage of studying the 
different styles of many eminent composers. 

8. The book is divided into two Departments, Practical and 
Theoretical, each of which is systematically arranged, so that 
teachers can easily select what pupils require. This is believed 
to be better than such a mingling of exercises, theoretical in- 
struction, and pieces, as might be exactly adapted to one pupil 
but not to others. 

If pupils are trained in strict accordance with the directions 
here given, and do not waste their time and derange their 
hands by frequent indulgence in attempts to play very 
rapidly such music as is beyond their power of execution, 
they will, in much less time than has hitherto been found 
necessary, become really good players, — able to interpret 
properly the works of the great composers. They will also 
be saved the bitter experience of many, who, after years of 
familiarity with the Piano-forte, and the attainment of great 
supposed proficiency, apply to artistic teachers for finishing 
lessons, and then discover, with intense mortification, that 
all their habits in the use of the instrument are bad ; that 
they have had no correct ideas upon the subject, and no 
foundation for good playing ; in fact, cannot play the sim- 
plest passage perfectly ; and that artistic playing involves, 
for them, an entire and well nigh impossible reformation. 



Entered, according to Act of Congress, in the year 1867, by MASON BROTHERS, in the Clerk's Office of the District Court of the United States, for the 

Southern District of New York. 



M . Qi TAYLOR * HDL8KK, 

Mwfa Steratjven, 11 Yaadewiter 8L, New York. 



PRACTICAL DEPARTMENT. 



INTRODUCTION. 

§ 1. False and True Methods of Teaching the Piano Forte. — Various standards of excellence, different degrees of 
attainment, and modes of training quite dissimilar, exist among teachers of the Piano Forte. Some, caring less for real accom- 
plishment than for the show of it in their pupils, give them, in quick succession, without adequate preparation or careful training, 
a great number of difficult pieces; flattering them with assurances that they "play splendidly," when, in truth, mechanical accu- 
racy is sacrificed to a hurried scrambling over the keys ; expression is wholly neglected, and the apparent proficiency is owing 
to the fact that difficulties are avoided rather than overcome. Parents, friends, and even pupils themselves, are often entirely 
deceived by such management, and fully believe that great skill in the art of music is acquired, when, really, a superficial 
knowledge of a few pieces only is all that is gained. Other instructors, having a high regard for mechanical accuracy, with but 
little musical sensibility or true appreciation of the beautiful, train their pupils to execute correctly, perhaps, but allow, them to 
do it with stiff hands, in a style which may be described as pounding, and is entirely destitute of sweetness. 

But the training of true teachers, who, having high culture and fine musical sensibility, appreciate theN beauties of Piano 
Forte music, and regard mechanical accuracy as indispensable in its performance, is thorough, careful, and patient ; assisting 
learners to overcome difficulties and encouraging them to persevere in efforts to acquire the utmost control over their fingers and 
hands ; giving them exercises and pieces for practice, selected with special reference to their most rapid progress, urging them to 
play even the most simple music as perfectly as possible ; to listen to their own performances and enjoy them; to give the closest 
attention and study to the true expression of every passage ; to discriminate between different styles of composition ; to form taste 
upon true models ; to cultivate mind as well as fingers, and so to become refined and elevated by study and practice. Pupils so 
trained are able to interpret properly the works of great composers; playing, now softly, then powerfully; in some passages with 
liquid sweetness and delicacy, in others, with the greatest animation and brilliancy ; in all, with that soul-moving expression 
which charms and enraptures those who listen. 

§ 2. Flexibility. — In true teaching, attention must first be given to that perfect flexibility of the hands upon which good 
playing depends, and without which, though genius itself be possessed by the player, and the finest of instruments be summoned 
to respond to the touch, nothing beautiful can result. An ingenious French mechanic once constructed a machine to play upon 
the Piano Forte. It would execute octaves, trills, and all complicated passages with the greatest precision, clearness and rapidity, 
in a manner which would have been very wonderful if performed by two, or even four living hands. But the tones it produced 
lacked life and elasticity; its touch was merely mechanical, — could be instantly recognized by the ear, and soon became positively 
disagreeable. Beginners are very likely so to contract and stiffen the muscles of their hands and arms as to convert these mem- 
bers which were designed to be flexible, into solid and firm levers which strike the keys with all the disadvantage of the wooden 
fingers of the automaton. They thus not only ruin their touch, but greatly increase the difficulties of playing; for, although some 
habitually stiff hands have, by untiring practice, attained great execution, it has been only by the severest labor, and in spite of 
this gigantic obstacle. As a child, who, in learning to write, grasps the pen with iron firmness, and knows not that his own 
strength thus employed is his greatest impediment, so such players are often entirely unconscious of any stiffness ; and 
if informed of it, are not able to correct it immediately. Yet it depends upon the will, and can be avoided or overcome, if true 
flexibility is fully understood. 

The first and most important point, then, in good teaching is to be sure that the pupil allows all the muscles of the hands and 
arms to be entirely free from nervous rigidity and stiffness, and to remain in a perfectly supple and easy state, such as they are inl 
when unoccupied, and when the mind is unconscious of their existence. To train the hands of a pupil so perfectly that, while 
they gradually acquire that strength which is indispensible, they also retain their flexibility, requires of the teacher not only thor- 
ough knowledge, the closest attention and care, but also great experience. The common impression that it is not important 
how or with whom a pupil ccmimences, is totally erroneous. Persons who are not familiar with the modern facilities for learning 
the Pianist's art, have little conception how much time and labor are saved to those who are so fortunate as to employ, from the 
first, really competent and faithful teachers. . ^ 
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MASON AND HOADLY'S METHOD FOR THE PIANO FORTE. 



5 3 A really good Instrument,— -which will stand in tune well, whose tone is pure, clear and firm, and whose action is 
neither'so easy as to-render practice almost useless, nor yet so hard and heavy as to require an undue effort from the fingers, is an 
indispensable requisite for the best success of the pupil in all stages of progress. To give a beginner an inferior instrument, under 
the false impression that "it will answer just to learn upon," or to neglect to employ frequently a skillful tuner, even for the best 
of Pianos is a mistaken economy. The beginner needs all the interest which the immediate production of fine tones can add to 
the channs of novelty, to counterbalance the undeniable dullness of the essential exercises. 
Piano that is out of tune are positively injurious to the ear. 



The false tones which arise from a 



EXERCISES, RECREATIONS, AND PIECES. 

§ 4. 'Position at the Piano Forte. — The player should sit opposite the centre of the key-board, at such a distance from 
it that the hands may pass freely throughout its whole length, and at such height that the elbows may be somewhat above the 
level of the keys. 

§ 5. The Hands should be flat upon the top, the knuckles neither depressed nor elevated. 
§ 6. The Wrists should be held, without stiffness, a little higher than the second joint of the middle finger. 
§ 7. The Fingers should be spread apart so as to cover five keys, and should stand in a nearly semi-circular row, as 
ahown in Figure 1. 

Figure 1. 

View of the Sands upon White Keys, as seen from above. 




\ 

§ 8. Curved position of the Fingers.— The fingers snould be curved, as shown in Figure 2. The precise curve to be 
employed ia very important; for when they are curved too much the nails may be heard upon the .keys, and freedom of action is 
impeded; on the other hand, when too straight, they are not easily controlled, and their power is insufficient. j 

Figure 2, 
The Curved Position* 




A common fault— bending the first joint backward— is shown in Figure 3. This should be wholly avoided. A constant 
«HHt to curve the fingers, as in Figures 2 and 4, will impart strength.* 



■i^t^S^ ItHWever.welltaleamthe^ style 



PRACTICAL DEPARTMENT -EXERCISES, RECREATIONS, AND PIECES. 



Figure 3. 
The First Joint bent back. A bad position. 





§ 9. The Thumbs, which are very liable at first to hang off the key-board, should be kept to their places, about half an 
inch upon the keys. 

§ 10. The Motion of the Fingers should be vertical, and be made from the knuckle joints. The first and second joints 
should be slightly drawn in, as they rise, to retain nearly the same relative positions, while the fingers are elevated, that they have 
while they are upon the keys. Sliding the fingers upon the keys is generally objectionable. 

Figure 4. 

The Fourth Finger raised. 




§ 11. The particular Flace upon each Key, where the finger should strike, is shown by the rings in Figure 5, whicl 
is drawn full size, that the fingers of the pupil may be placed upon the paper. 

Figure 5. 

Rings in the Centre of the Keys show where each Finger should strike. 










EXERCISE No. 1. 

mrections to the Pupil.-PUce the right hand over the five white keys, shown in Figure 5 and copv 
exactly the curve of the fingers, and the whole position of the hand, as exhibited in the foregoing illustrations Even- 
thing depends upon care in placing, holding, and using the hand and fingers, in the beginning of practice When the 
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hand is brought perfectly into position, strike with the thumb several times, in the easiest possible manner ; and persevere 
till it can move independently, without any motion of the wrist, arm, or body of the hand. This can be done, if it is 
commenced shwly. Train all the finders of the Right hand, and then the Left, until some progress has been made. Do 
not expect to produce a powerful tone at present. To do so will certainly stiffen the haud. 

Here begin to cultivate self criticism. It is a most important element in the success of every really good musi- 
cian. Without it nothing worthy can be accomplished. 

§ 12. In the commencement of practice, exercises, in which the fingers to be used are indicated by figures rather 
than by the usual musical characters, should be employed; for the pupil can already read such exercises, and 
give undivided attention to training the hand. It is indispensable that the attention be thus undivided, for the task is a 
difficult one, and requires the greatest care and watchfulness by both teacher and pupil. If the latter undertakes to 
learn musical notation before gaining a certain degree of control of the hands and fingers, the touch will probably be 
neglected. 

§ 13. The Legato. — The tones of the Piano Forte are produced by wires, which are made to vibrate by 
hammers, and to cease vibrating by dampers, both of which are moved by the finger keys. "While a key is held down, 
the vibration of its wires is unchecked ; when it rises, a damper falls upon the wires, and at once stops their sound. 
The word legato is used to describe that style of playing in which vibration is unceasing as tones follow each other. 
Each key is held fully down, that its tone may continue to sound until the precise instant when the next tone begins. 
If it were held longer, the tones would be heard together ; if not so long, a period of silence would occur between 
them. The legato style of playing is employed more or less in every composition for the Piano Forte* and a complete 
mastery of it is indispensable to a truly correct and elegant performance even of simple music. It is indicated by a 
curved line called a Slur, or Legato Mark, and by the word Legato. 

§ 14. The American Fingering. — The following exercise is written with figures in accordance with the 
American system of fingering. This mark, X or -j- indicates the thumb ; 1, 2, 3 and 4 the fingers, counting from the 
thumb. 



EXERCISE No. 2. 

Directions. — Practice very slowly with each hand alternately, and be very particular in watching the fingers 
as they rise and fall, and in listening to every tone, until a habit of playing in a legato style has been thoroughly acquired. 



X1X1X1X1 x. 
X2X2X2X2 X. 
14141414 1. 



12121212 1 
13131313 1 

X4X4X4X4 X 



23232323 2. 
24242424 2. 
1?X1234321 X. 



34343434 3. 
X3X3X3X3 X. 
X2132413 2. 



EXERCISE No. 3. 

?toecti<m8.— Continue to use the hands separately, and to play very legato. The only way to accomplish all 
that is desirable, is to persevere in the most patient and careful training of the fingers, with a very slow motion. They 
should also move as easily as the eyelids move in winking. Raise them high before striking the keys, and curve them 
correctly without fail. Take particular care of the third and fourth ; for, as they are weaker than the first and second 
rff'^ ^ave greater need of the advantages afforded by the very best positions. Do not be impatient or weary, 
butdo the duty of the present moment, which is, to train the hands for the production of fin.e effects upon the Piano 



Right Hand, 
Left Hand, 
Might, 
■Left, 
Sight, 



4342, 
3213, 
21X1, 
1213, 
42X2, 
31X2, 



4324, 
2324, 
212X, 
1213, 



3231, 
XI 2X, 
3212, 
2343, 



43f3, 432X, 
X213, 4321, 



3213, 

1213, 

3231, 

2342, 

1, 

X, 



212X, 
4324, 
4323, 
X123, 
2 32X, 
1234, 



21X2, 
3213, 
4342, 
1234, 
3431, 
X123, 



321X,- 

X123, 

3212, 

2343, 

X121, 

X2 32, 



1. 

4. 

1. 

4. 

X. 

4. 
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§ 15. Names of the White JEieyh. — Tones are named from letters, and the keys of the instrument receive 
the same names as the tones which they produce. A glance at the key-board will show the pupil that the keys are 
of two kinds, and that the black or short keys are arranged in groups of two or three each. Each white key which 
is at the left of a group of two black keys, is called C ; that which is at the right of the same group, is B. A little 
study of the letters, in Figure 6, with the practice of Exercise No. 4, will fix them in the memory. (See § 127, p. 227.) 

Figure 6. 

The Names of the White Keys. 



ii in ii in ii hi n in n m ii in ii in 



EXERCISE No. 4. 

X 1 2 3 4 

Directions. — Place the Right hand over the keys of the small twice-marked octave c d e f g, and strike 

i — — — — — 

j successively, in the order indicated by the letters, c defg, cdefg, f g f d e, dfecd, c d e f g, d e * f g f , 

4 3 2 1 X 

dfede, gfedc. Place the Left hand over the keys marked a-bcde, and strike successively, in the order 

" ~ ~ ~ 4321X 

indicated by the following letters, abed e, abed e, dbdbe, dbdbc, bcbab, cdcbc, dedcd, 

~"~ *** ""*/ ~~~ — — . -~ 

e d c b a. 



§ 16. Measurement of Time by Counting. — The pupil should now be thoroughly instructed in the division 
of time into equal portions, called measures and parts of measures. The teacher may, perhaps, count regularly, with 
moderate quickness, observing the accents as marked, and always giving the falling inflection to the word " two," thus : 

One, two ; one, two ; one, two ; one, two. 

When the pupil has become practically familiar with this, and, can count readily, measures and parts of measures may be 
defined as in § 104. The teacher may then illustrate by playing the following exercise while the pupil counts : may state 
that bars are used as the boundaries of written measures ; that each black note, called a quarter note, represents the 
length of time occupied by one count ; that each rest, called a quarter rest, represents the same length of time passed in 
silence ; and that each open note, called a half note, represents the length of time occupied by two counts. (See Rhyth- 
mics, Chap. II and III, Theor. Dep, p. 225.) 

EXERCISE No. 5. 

Directions. — Count aloud with great regularity, and let the counting guide the playing. Some pupils think 
they can not count. Others think they can keep time without counting. Both of these common notions are false. To 
count well is troublesome, at first, but indispensable. Correct counting diminishes the difficulties of execution more 

X 1 2 3 4 

than any other single thing whatever. Place the Right hand over the keys c, d, e, f, g, and strike successively ad the 
figures indicate. 

H 

4 3 2 1 X 

Place the Left hand over the keys c, d, e, f, g, and play as follows : 



J J 

x i 


Jr 

X 


J J 

1 2 


Jr 

1 


J J 

2 3 


Jr 

2 


j J 

3 4 


3 


J J 

4 2 


Jr 

3 


j j 

2 X 


Jr 

1 


J J 

2 4 


Jr 

3 


j j 

2 1 



4 * 



2 


J.J 

1 X 


1 

ei 


J J 

2 3 


J 

2 


■J J 

3 4 


3 


J J 

4 3 


1 1 

4 4 

2 1 


J J 

X 2 


J 

1 


j J 

2 4 


j J 

2 3 


j j 

4 3 



4 

4 



J 
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§ 17. The Staff. — The sign of pitch; notes in connection with the staff; the former indicating the order of 
the succession of tones, and the latter the pitch of tones. (See Melodies, Chap. IV, Theor. Dep, p. 2J6.) 

? ' 

EXERCISE No. 6. I 

T 

X1234 ^ 4 3 2 1 X 

Directions. — Place the Right hand over the keys g, a, b, c, d, and the Left over the keys b, c, d, e, f. 
Keep the body of each hand perfectly unmoved throughout the whole exercise. Try to remember the absolute pitch 
of each tone, identifying it with its place upon the staff and its name. 

ABSOLUTE PITCH, AND RELATIVE, OR SCALE PITCH REPRESENTED. G CLEF: MODEL SCALE. 



LEFT. 



RIGHT. 



■ i 



3 



.LEFT. 



RIGHT. 



1 



Pitch Names. C, D, E, F, G, A, B, C, B, A, G, F, E, D, C, B, C, D, F, E, C, D, B, G, A, D, C, B, C. 
Seals Names. I, H, HI,IV, V, VI, VII, VIII, VII, VI, V, IV, IH, II, I, Vn, I, II,IV,IH, I, II, VII, V, VI, II, VIII, VII, Vm. 

ID (2) 



In the use of the staff, the pupil will be assisted by observing that the interval of a second (§ 133, p. 228.) is indicated 
by contiguous degrees, as from a line to the space above it, or from a space to the line above it. The interval of a 
third skips one degree, from line to line, or from space to space. (Bee Chap. YII, Theor. Dep., p. 228.) Roman numerals are 
used throughout the work to indicate scale relationship. 

FIRST RECREATION. 

Directions.— Place the Right hand upon the keys g, a, b, c, d, and the Left upon c, d, e, f, g. Both thumbs 
cover the same key, but do not play at the same time ; the one not in use may turn under the first finger. The body 
of each hand should remain unmoved throughout the piece. Count. 



IiEPT 




G F E D C D E 



RIGHT. 



JLEFT. 



RIGHT. 



l£FT. 



a A B C D C B 



RIGHT. 




LEFT. 



&3 



SECOND RECREATION, 

fte Ei ght w ovcr „. keyB x J , f . . ^ ^ ^ ^ , , , f ^ ^ 
C*i^ Two, Three, in each measure. - - — 



(1) This Bis VII of a scale below I. 



(2) ThisDia nof a scale abov* VIII. (See § 126, p. 227. 
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TRIPLE MEASURE. DOTTED HALF NOTE. WHOLE REST. 



RIGHT- 



-¥r- 



* 3 

— W — ?- 



3 



m 



D E 



G 



IiBFT. 



D C 



3^ 



B 



E 



B 



i 



I 



i 



G 



B 



1 



3 I 



II 



TABULAR VIEW OF DIFFERENT FORMS IN" DOUBLE MEASURE. 
Primitive p ^ 



Derivative. 



r 



TABULAR VIEW OF DIFFERENT FORMS IN TRIPLE MEASURE. 



Primitive Form. 



r r r 

First Derivative ^ ^ 

Second Derivative ^ 



r r r 

r r 



§ 18. The Hand relatively the same on every part of the Key-board. — Whenever the keys to be struck 

are so far to the right or left that the arm forms an angle with them, the wrist should turn to allow the fingers and 
hand to retain precisely the same relation to the keys that they have when the arm is straight. This is illustrated by 
Figure 7, which shows the Right hand in a position to play c, d, e, f, g ; by Figure 8, which shows the same hand 
over c, d, e, f, g ; and by Figure 9, which shows the hand over c, d, e, f, g. In all these positions the fingers rise and 

fall in the same vertical planes as the keys upon which they play. The lines (A, B,) in the cuts represent these planes, 
being parallel to the sides of both fingers and keys. 



Figure 7. 




Figure 8. 




Figure 9. 
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EXEECISE No, T. 



Directions Place the Right hand over the keys | a, b, J, d, and the Left over J, a, b, c, d. Turn the Left 

wrist, that the fingers may move in the same planes as the keys. Count aloud, One, Two, Three, Four, in each 
measure. 

QUADRUPLE MEASUEE. PRIMITrTE FORM. HALF REST. 
GABCDCBAG 

llli Uij hu j-iii Ul i }i±±A 



SIGHT. 




THIRD RECREATION. 

Directions. — Avoid deranging the fingers in changing the position of the hand. Move the whole hand at 



once. 



RIGHT. X 



m 



J- 



4 



4 



uj — i 



* 1 » I ! 4 ■ » 1 X 

B C B A G A 



31 



I 



TABULAR VIEW OF DIFFERENT FORMS IN QUADRUPLE MEASURE .* 



Primitive, or most simple form ^ ^ 

First derivative.. 0 

Second Derivative ^ 

Third Derivative & 



r r 
r r 
r 



r f r 
r r ■ 
r r • 



r 



r r 
r. r 



r 

r 
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EXEECISE No. 8. 



, place the band upon |, a, |, c, |. In the twenty-ninth, the 
Right thumb is upon c. In the thirty-seventh, it is upon | Particular care should be exercised in placing the hand in 



Directions To play the thirteenth measure 

x 



this last position, as in 



Figure 10. 




This exercise affords good practice in turning the wrists. The fingers should be kept in their relative positions 
while the hand is moved from one place to another, and a habit of fitting them instantly to the keys to be played 
should be formed. Such a habit will save hours of practice, and assist greatly in playing at sight. 



LEFT. 



RIGHT. 




—I v. — 4 — 

— f — I — i- 



1 



G A B C D 



RIGHT* 



3 t 3 



LEFT* 




G D C B A 

RIGHT. 



LEFT. 



-r— —H F r 



-* 



GHT « I ! I I I I I I 1 

j ± A 1 i j i Ji A J. 



F D E F G 

RIGHT. 



mmx. Ill 

± ± it A A 




a A B C D 

RIGHT, 



JjBFT. 

x 1 

~ It + + 




a • * i i i I * ± 



Ti ^ ^ ji i 



i 




37 
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FOURTH RECREATION. 



BEYER. 







s 



I 



At this stage of progress the learner should commence the practice of the Accent Exercises with No. 56, p. 147. 
They should be interspersed with all the Recreations, Pieces, and other Exercises, that follow. 



FIFTH RECREATION. 













i — * *-\ 






^ BEYER. 




tu%m 

)Smk 


r— \ — : ' 


J. .. _. 








fed 






* 




-9- 



i~ l I P I # 



t— r-r- 



-# ft 



p f i ft . P » ftrr~F 



1 



3t 



2^1 
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§ 19. Absolute Pitch. G Clef. — The pupil should now learn thoroughly the absolute pitch of all the tones 
indicated by the G- Clef. Lines and spaces should be learned separately. To repeat aloud, several times daily, the 
name of each tone, describing the degree of the staff which indicates it, and striking simultaneously the key which 
produces it, is a good mode of fixing it in the memory. 



Figure 11. 
LINES OF TREBLE STAFF. 



x-jj-r-f 



* * £ E 

» * jr t 5= t 

■P-£- r r r r 



_| 1- 



II 111 II III II III II III II III II III II III 



ft <j o 

I „ s » 

a 2 s s 



1 



h d5 « ft 



g 

I 2 2 

OQ ^ 



a 
o 
o 
© 



g 



© 



© 
03 



o 

CP 

© 
QQ 



n3 



S3 

o 



ft oq oq ft 7\ 



§ 20. 27te Repeat. — Dots, placed before a bar, thus: ( :| ) indicate repetition of the preceding strain. Dots 
after a bar, thus : indicate repetition of the following strain. 

§ 21. The Tie. — Two notes, representing the same pitch, are sometimes united so as to indicate one tone only, 
with a length equal to that of both notes. They are marked with a curved line, called a Tie, over or under them, thus : 



or 



3 



SIXTH RECREATION. 



BEYER 







-# P 0—\ 




r r • 


p » * 


-0*0- 






1 1 |': 


-4 U 




^ — t— r- 


H — =t= 


-1 -- 






—f—p—w- 


nd • J— 














iH =t= 






< 









i i ! j j j 



— *- 



m — • * 



3= 
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SEVENTH RECREATION, j 



BEYER 



PUPIL. 



Hi r r 



! I ! 



■ i I I I 



TEACHER. < 



H — h 



:3£ 






-i — i — h 



=^=P^H — I — h 

— i — I — i- ' ' 



33= 

— h- 

3t 



£ * * 



t. +■ +. 
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I 



r r * 



■e—T- 




EIGHTH RECKEATION. 

4 3 2 1 X 

Directions. — Place the Left hand over c, d, e, f, g. Count four in each measure. 

F CLEF. EIGHTH NOTES. 



m 



BERTINI. 



C G E G 




^ P=F 








9 ^ 


P= 1 


C G F 
* * 


G 


a j« 

FG FG EGEG 

* * » 1 .1 — 0-» 0 F « F - ? 


D G D G C 

# * * 








=p=rf= * ti-m-fi-f 





9e 



MP 



-#H 0-h 



321 



I 



■ t i i 




? * * 



§ 22. 27te Chromatic Scale — (§ 140, p. 228, § 189, p. 234.) All the black keys are played by the second finger; the 
hand being brought into such a position in relation to each, that the finger may rise and fall in the same vertical plane 
ith the key. The change from one position to another is made only while the thumb is playing. The thumb turns 
der to take its key, while the second finger plays, but without causing any movement of the body of the hand. The 
e of the second finger should be as great upon the black keys as upon the white. (See § 8, p. 6, and Fig. 14, p. 27.) 

1) This scale, which requires the thumb to turn under the hand more frequently, but a less distance, than the Diatonic scales, should therefore precede them. It may 
taught very easily by use of the key-board alone. Names of tones and modes of writing them should be taught after the playing has become familiar. 



i 
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EXEECISE No. 9. 

Direct*.— Practice this scale daily many times ; at first, ascending with the Right hand, and descending 
with the Left, separately, very slowly, and with unabated care as to every motion. After some facility has been 
acquired, play both ways with each hand, one at a time ; as skill in execution increases, play more and more rapidly, 
without,however, accelerating the time in any one trial. (See §§ 141, 142 and 143, p. 228.) 



RIGHT HAND, 



LEFT HAND. 




X 3 



X 2 



§ 23. Absolute Pitch. F Clef. — The pupil should now learn thoroughly the absolute pitch of all the tones 
indicated by the F Clef. The mode of doing this should be similar to that recommended for the G Clef. 

Figure 12. 
LINES UPON THE BASE STAFF. 
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H h 
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III 


II 


III 


II 


III 


II 


III 


II 


III 
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<x> ~ <• 
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n3 
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• 1-4 



g 



d 
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NINTH KECKEATION. 



BEYER 




#- 
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§ 24. Use of the Hand in Diatonic Scales. — The hand takes two positions in each octave, remaining in 
the first until the thumb, having turned under the fingers, has struck the first key of the second position, then the 
hand and the arm, while supported by the thumb, are instantly changed to that position. The fingers are spread over 
their proper keys precisely as in five-finger exercises, and retain their relative positions perfectly while the hand, as a 
whole, is moved. Tim wrist, wherever the arm is at an angle with the keys, turns to allow the fingers equal opportunity 
in all positions to move in nearly the same vertical planes as the keys. (See § 18, p. 11.) A slight turning of the hand 
inward lessens the distance to be reached by the thumb, and therefore diminishes the difficulty. The importance of 
attaining perfection in the manner of changing the position of the hand can hardly be over-estimated ; the clearness, 
equality, rapidity and beauty of running passages being greatly dependent upon this change. In rapid playing, by a 
well trained hand, the changes become almost imperceptible, and the hand appears to be constantly moving sidewise. 
Figure 13 shows the position of the hand in four octaves of the scale of C. The fourth finger is used only upon the last 
note, and the third only once in each octave, yet these are always held over their proper keys, ready for use. 



Figure 13. 



Bth Position, 



EIGHT. 



4=? 



2d Position. 



6th Position. 



4th Position. 



I 




X 



4=- 



H h 



i=p= 



1st Position. 



2 

Zd Position. 



bih Position. 



7th Position. 



LEFT. 



1st Position. 



Zd Position. 
X , 



6th Position. 



7th Position. 



1 



=p=#= 



zp — 0- 



^=* == J = jIT_l | | i ~T 




M Position. 



4th Position. 




6th Petition. 



EXERCISE No. 10. 

Directions. — Place the Right hand several times in each of the eight positions of Figure 13, to practice turning 
the wrist. Take the fifth position, and repeatedly pass the thumb from C to F, without rolling the arm or moving the 
body of the hand. Very small hands may be unable to reach the thumb-key without a slight movement ; but those of 
ordinary size can do it easily. Take the sixth position, and pass the thumb from F to C, turning the hand slightly 
around while upon the tip of the third finger, to reach C, but without in the least rolling the arm. In descending, move 
the whole hand and arm together, while the thumb bends under to retain its key until all the fingers have reached their 
new places ; otherwise the legato can not be preserved. Then go up and down several times through the eight positions, 
striking only the keys to be taken by the thumb and third finger, and perfecting the changes. Thus prepared, play 
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eve,, .one through te U* *- ^^^1"^^- T^LtW 

all the tones equal in power, in length, and perfectly legato. .Practice tnus every u<ty j 

in a similar manner, even more than the right. 



TENTH KECREATION. 

Direction Curve the third finger well upon the Bk 





To assist the memory of the pupil, a classification of the scales is important. 

§ 25. First Class of Major Scales.™— The third finger of the Right hand upon VII, and the third finger of the 
Left upon II. (§ 155, p. 229, and § 189, 2, p.234.) The scales of C, G, D, A, and E belong to this class. 



EXEECISE No. 11. 

Directions* — Practice these scales with each hand separately, and remember that those who would learn them 
quickly must, at first, play no faster than at the rate of one sound per second. Criticise every movement, and 
never MAina a mistake. It is not difficult to destroy the value of correct practice. Though some commendable 
effort may be made, yet, if an equal amount of careless, inaccurate work be done, no real progress can result. 
Twenty-five absolutely correct repetitions of any scale will generally overcome its difficulty. Then it can 

(1) The best way, perhaps, to teach the scales is to request the pupil to select the component tones of each scale in the first class, in accordance with th« 
formula, (See$ 153,) and to write the letters which represent them, and figures for the fingering, thus : 



I. 


II. 


III. 


IV. 


V. 


VI. 


VII. VIII. 


c, 


D, 


E, 


E, 


G, 


A, 


B, C. 


G, 


A, 


B, 


c, 


D, 


E, 


n, g. 


D, 


E, 


vs. 


G, 


A, 


B, 


C«, D. 


A, 


B, 


<* 


D, 


E, 


Eft, 


GJf, A. 


E, 


n, 


GJf. 


A, 


B, 


c#, 


Djf, E. 


x, 


u 


2, 


X, 


1. 


2, 


3, X. 


X, 


8, 


2, 


1. 


X, 


2, 


1, X. 



Th% pupfl can then play them all without any use of notes, can give undivided attention to the hands, and can, in a short time, remember both scales and 
fingering perfectly. The other classes may then follow. 
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gradually be played more and more rapidly until the highest speed is attained. Depend, as soon as possible, entirely 
upon the memory. 

g OT , an abbreviation of the Italian word Ottava, octave, indicates that tones should be played an octave 

higher or lower than the true pitch of the notes, as it is placed over or under them. It continues in force only to the 
end of the waived or dotted line, but to make it certain that the pitch is restored, the word Loco, in the place, is 
frequently written after it. 



MAJOE SCALE SJ 

SCALE OF C. Component Tones, 




ones, C, D, E, F, G, A, B. i I I J J ♦ * — 



<HU Uu in, 

— I h-*-F— r*#— Twm " r 



1 



SCALE OF G. Component Tones, G, A, B, C, D, B, Fjf. 
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SCALE OF D. Component Tones, D, E, F$, G-, 'A, B, Cj 




i 



-p— 0- 



11 



SCALE OF A. Component Tones, A, B, C#, D, E, F$, Gj. 



5 
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SCALE OF E. Component Tones, E, F| G$, A, B, Cjf, Djf. 
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I I 



1 



.a 



I 



§26. Tfte as a Mark of Expression. — When the slur is placed over two notes, indicating different 



pitch, thus : 



or a group of notes, thus : 




it signifies not only legato (§ 13, p. 8), but also 



that the first tone is accented, and that the second, or the last of the group, is unaccented and somewhat staccato. 
(See § 36, p. 40.) 



ELEVENTH RECREATION. 



Directions. — Count eight in each measure. Lift the fingers entirely off from the keys at the rests, and give each 



rest its full length. 



KEY OF A. EIGHTH EESTS. SLURS. 



i 



* u 1 r 



m 



p 
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H — h 



H h 



H h 



5? 
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§ 27. -How Artists Play at Sight. — The great secret of playing at sight is the ability to analyze music. The 
accomplished Pianist instantly recognizes each passage as one of a class of passages with which he is familiar. He 
therefore knows what position of the hand and what fingers must be chosen ; seizes upon the divisions and subdivisions 
of measures in regard to time ; notices what chords and what tones are to be particularly emphatic ; and thus, triumph- 
ing over the mechanical difficulties, and making available all his knowledge and skill previously acquired, is able to 
form some conception of the internal meaning of a musical composition, and so to interpret it more or less perfectly. 

Analysis has been greatly neglected in the study of music ; yet its principles are very simple, and a slight attention 
to it gives gratifying results. (See Chapters XVI and XVII, Theoretical Department, p. 234.) 
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TWELFTH RECREATION. 

8 28. Analysis of the Fingering. — A very slight examination of the Base in this Recreation will show the 

4 3 2 1 X 

pupil that it is a simple five-finger passage, E, F$, G$, A, B, (See§187,p.234) The Treble is not so clear; but that also is 
nothing more than two such passages combined. The first position for the Right hand is B, C$, D$, E, F$, and the 
third finger strikes the first note. (1) While the second finger is playing the fifth note, the thumb turns under to E, which 

X 1 2 „ 3 4 

is the first note of the second position E, F$, G$, A, B. While the thumb holds the tenth note the hand changes back 
again to the first position, and is prepared for all that follows. 

The notes are purposely left without figures, that the pupil may learn to think upon the subject. The study of 
analysis will teach when and where to change the position of the hand, and how to select the fingers. 




BERTINI. 
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§ 29. Scales for both Hands, Contrary Motion The pupil who has diligently practiced the scales as they 

have thus far been given, is now prepared to use the hands together. Contrary motion, requiring the hands to move 
towards, or from each other, is less difficult at first, in this class of scales, than parallel motion, in which they move up 
or down together. 

EXERCISE No. 12. 

JMrections — If the fingering of these scales is not yet perfectly familiar, commit it to memory with no delay. 
It is as indispensable for music as is spelling for writing a language. (See §§ 22, p. 17, and 25, p. 20.) 

Sva 



m 



-X 2 X- 




, + 1* + 






THIRTEENTH RECREATION. 

§ 30. Analysis of the Fingering. — The first three, and the last four measures consist of the scale of A, in 
contrary motion. The fourth measure in the Right-hand part is marked 1, exceptionally, instead of 3, because the hand 
ascends immediately. In the fourth, fifth and sixth measures the scale continues in the Left-hand part. The seventh 
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to the nineteenth measures inclusive, are five-finger passages. Each cnange of position is indicated by a single finger 
mark. The twentieth measure in the Left hand part is exceptional.® 



BERTINI. Art. 
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EXEECISE No. 13. 



To be Fingered by the Pupil. — All the passages marked thus, , ' 

fingered accordingly. All marked thus, | 1 are five-finger pas^ges C- 

L.eft. 4 

uonally m the twelfth and fourteenth measures. 



are parts of the scale of C, and arej 

4 ) 

-G. The first finger is used excep-j 
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f tf • m • * 
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ptoSJ'pbSTt ^JlSnf^" Cle ^!l aaden * tnd8 4,16 which »PPly flnge^g this piece; and although more practical advantage will tx 

Samoa oy playing it correctly, without further marking, yet, if it la found necessary to insure accuracy, all the notes should be marked. 
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§ 31. Curve of the Fingers upon Black Keys. — In playing black keys, learners are very liable to straighten 
the fingers. They should curve them as fully as upon white keys. Figure 14, which is drawn full size, that the hand of 
the pupil may be placed upon the paper, indicates the points that should be touched by fingers and thumb of the Right 
hand, in playing the scale of B. A comparison of this with Figure 5, shows that the hand is further upon the key-board 
in playing black keys than white. 

Figure 14. 




[linger) 



§ 32. The Second Class of Major Scales. — Each of the three scales forming the second class employs aU the 
black keys and two white ones in every octave. The latter are played by the thumb, and the former by the fingers in 

{Right. K 2m f In 2 n 3 „ 

Cjf, Djt, and the three thus : \ FJt, Glf, Att. 
Left. 2 1 (left 3 11 2 l V 

The scales of B, F$ and C$ belong to this class. They are written with either sharps or flats, according to the fancy 
of composers. It is therefore necessary for the pupil's eye to be familiar with them in both forms. 
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EXERCISE No. 14. 

Directions. — Take care to remember the white keys in each scale. Parallel motion, in this class, is easier than 
contrary, when the hands are first brought together. 



SCALE OF B, or Ck 



!M A. J O R SCALES. 

Compos Tones, \ \ <* \ G #' A »' 

cfr, dK bK fK Gfr, A>, Bk 
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f F#, Gft, Aft, B, Cft, Dft, Eft. 

SCALE OF Ftt, or Gh Component Tones, 

tt \ gK a>, bK cK dK Eh f. 
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LB OF QjL or DK 
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FOURTEENTH RECREATION. 

Directions.— Practice this, and the four following Recreations, with care. They will facilitate the reading of 
many modern compositions which are written in these keys, will render all simple keys less difficult, and will aid in 
acquiring the important habit of constantly keeping in mind the signature while playing. Be careful to curve the fin- 
gers correctly upon the black keys. (See directions and cut,-Fisr. 40, pajre 166.) 
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FIFTEENTH RECREATION. 
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SIXTEENTH KECREATION. 
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SEVENTEENTH KECKEATION. 
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EIGHTEENTH RECREATION, 
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§ 33. Tfte Third Class of Major Scales. — The four scales belonging to this class are invariably written with 
flats. They are F, B|?, El? and Ab. Their fingering is perfectly uniform in the Right hand, the third finger being al- 
ways placed upon B>. In the scale of F the third finger of the Left hand is placed upon G, and in the scales of Bb f Eb, 
and A[> upon IV. 

EXERCISE No. 15. 
MA.JOR SCALES. 



SCALE OF I 

« 


\ Component 

1 9 X | 


Tones, F, G-, 


A, BK C, D, E. 
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SCALE OP EK Component Tones, E>, F, G, AJ>, Bfr, C, D. 
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SCALE OF Ak Component Tones, A>, Bfr, C, DK Eb, F, G. 




X 



1 2 



X 3 



2 1 X 



2 , * x 



^ J J, J J-jr^^ 



II 




-P— 



f f , .T_ ' ^ i i It 



NINETEENTH EECREATION. 
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§ 34. Appoggiaturas. — The small notes, in the following Recreation, should be unaccented, and played very 
lightly and quickly, as if written thus : 



They are called Appoggiatubas. (See §§ 77, p. 131, and 162, p. 230.) 

TWENTIETH RECREATION. 

3 2 1X1 




TWENTY- FIRST RECREATION. 
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TWENTY- SECOND RECREATION. 
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TWENTY- THIRD RECREATION. 
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§ 35. Extended Positions. — Hitherto the fingers have, in no single instance, been required to play any other 
keys than those directly under them : this was highly important for the best training of the hand ; but now, as the field 
becomes wider, they must learn to extend and contract, and adapt themselves readily to a great variety of positions. 
And here the first general rule should receive special attention. (§ 188, p. 234.) If scrupulously observed, it will save both 
time and labor. 

EXERCISE No. 16. 

Directions. — Give particular attention to fitting the fingers instantly to six, seven or eight keys, as the positions 
require : play with the body of the hand perfectly quiet. Make the change while upon the last note in each position. 



Six-key Position. 

X 12 3 4 

G B C D E 



Seven-key Position. 
X 12 3 4 
G C D E F 



Eight-key Position. 

X 12 3 4 

G D E P G 



RIGHT. G U U U ±j ** \j u jh j vt i> su j 



LEFT. 




m 



_l — h ■ 



-FH — ^ 
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BODE G 
Six-key Position. 
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gj i r i jj rr ^= 
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4 3 2 1 X 

G A B C G 
Sight-key Position. 



J L 



4 3 2 1 X 

G A B C E 
Six-key Position. 



TWENTY- FOURTH RECREATION. 

EXTENDED POSITIONS IN THE RIGHT HAND. TRIPLETS. (See § 103, p. 225. 



BEYER. 
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EXEECISE No. 17. 

REVIEW OF THE MAJOR SCALES. SIXTEENTH NOTES. 

Directions* — The pupil has now learned the construction and fingering of all the Major Scales, and should 
practice them every day from memory, in both parallel and contrary motion. Give five minutes of continuous labor 
daily to each key, and these scales will soon become very familiar. Commence at the rate of one hundred sounds in a 
minute ; then gradually increase the speed to its utmost limit, and continue some time at that rate. Finally, when the 
hands are weary, end the practicing by playing as slowly as at first. 



St^ ^ ^^^^^^^^^^^^^^^^^ ^ loco. 



8va~~~~~~~~~~~~ 
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The Accent Exercises upon Chromatic and Diatonic Scales should now be commenced with Nos. 106 and 118, and 
continued in connection with all the pieces that follow, a£ the discretion of the teacher. 

§ 36. The Staccato Touch. — That style of playing which allows the dampers to fall upon the wires, and stop their 
vibration instantly after each tone is heard, is called Staccato. (See §13,p.8.) The most elastic touch, for the staccato 
style, by which clear and brilliant tones are produced without impeding the freest action of the dampers, is attained in 
the following manner : The finger is partly straightened over the key to be struck, as shown in Fig. 15. Then the first 
and second joints are suddenly bent into the position shown in Fig. 16. While they are bending, the key is touched 
just enough to produce the desired effect. The thumb produces the same effect by sliding off the end of the key. 



I 



Figure IS. 



Figure 16. 





This mode of practicing staccato passages is very useful in giving strength to the first and the second joints of the 
fingers, and thus improving the hand. Staccato is indicated by dots or points over or under notes, thus : 



Written, p 

i 



r r 



or* 



r r 



Played. J 1 £ 7 £ 1 or, £7- £7- £7- 

EXERCISE No. 18. 

THIRTY-SECOND NOTES. 

Directions.— In the following exercise, the legato and staccato styles are alternated. Be sure either to perfectly 
connect, or clearly detach the tones, as the marking directs. In order to derive the greatest benefit from preliminary 
slow practice, the finger should be straightened more than in Fig. 15, and the motion made more sweeping than in the 
rapid execution of a well-trained hand. Strike with each finger in the manner above described, and instantly bend it up 
for every staccato, as though the key were too hot to be held. Do not raise the hand. 




EXERCISE No. 19. 

Directions.-. The object of this exercise is to aid in acquiring celerity. Placing the finger firmly upon the first key of 
each passage, and looking over the other keys to be struck-thinking what is to be done-taking aim, so to speak-the 
Sr^l ? , ^ P0SSIBLE MPETO0SITY > iroitati *S ™n of a drum. Great care is necessary, hi counting 

S ° 6 ^ t<>neS " aS P0SSible theb entire len ^ h > and in 8trikin S P™»Ptly ™th the staccato 

hit 1 wtLv° n Z e i a f ,r 8age ; wl ry measure should be repeated man ? times ™ immediate succe8si °» ™& *» 

ZlZZv^Z«\ /"'I WheU iufficiGnt C6lerity ° f e * eCutkm has been ac <*™ ed . the whole exercise 
ZnL atv on! *Z T ^ ^ * WUh ° Ut ^^P*™' Then, as skill increases, without acceler* 

tion in any one trial, the whole movement should be more and more rapid. 
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TWENTY- FIFTH RECREATION. 

Directions. — Examine carefully tHe fingering of the passages, that the extended positions may be fully under- 

X 1 2 3 4 X 1 2 3 4 

stood. The first Right-hand position is over six keys, G- BODE. The second is over seven keys, G Cjf D E F. 



Seven Keys. 



Five Keys. 
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Six Keys. 
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Six Keys. 



Five Keys. 
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§ 37. 2%e Sand moved by Extension. — Exercise No. 20 shows* some of the many ways in which the hand 
may be moved by combining different positions. In the first measure the hand takes a position which includes six 

Ri«ht, X1234321X . 

keys ascending, and five descending, thus : C EFGAGPED. The next six measures are constructed upon 

l^eft, 4 321X1234 

the model of the first. The ninth measure has a six-key position descending, and a five-key ascending. It also serves 
as a model for several measures. The pupil can, in like manner, carry out each of the remaining measures. It will 
be a very useful exercise if practiced thoroughly. The Left hand is to .play an octave lower than the Right, reading 
from the same notes. 

. EXERCISE No. 20. 



RIGHT. 





ft 
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§ 38. Minute counting. — Accuracy in keeping time, and the power of judging of the length of tones, is much 
sooner acquired by those who practice counting minute divisions of measures, than by others. The following measures, 
for example, require much less skill, when counted as the figures above the notes indicate, than when counted in the 
manner shown below them. 



Figure 17. 
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Inserting the word "and" between countings is, to say the least, only partly efficacious, and not as truly scientific 
as minute counting. It is a very useful exercise for the pupil to strike with a pencil, upon any hard surface, dividing 
parts of measures accurately, thus; 



Figure 18. 
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§ 39. Practical Transposition. — It often happens that performers wish to change the place of a musical com- 
position, taking it higher or lower than they find it written. Such changing, without destroying the identity of scale- 
relationship, is called Transposing from one key to another. The ability to transpose with ease the ordinary ac- 
companiments of vocal music is a very important one for the pupil. 



TWENTY- SIXTH RECREATION. 

Directions. — Write this piece in the key of G-, and practice it in both C and G. A comparison of the two scales, 
thus : — 



I. 


H. 


in. iv. 


V. 


VI. 


VII. VIII. 
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E F 
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A 


B C 


G 


A 


B C 


D 


E 


iflG 



| will show, at once, what letters to use. For I., which is C in the key written, Gt will be required in the transposition, 
f For IL, A will be required, &c. 
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Count eight in each measure. (See § 102, p. 225.) 
First Measure in C. 



i 




First Measure in G-. 
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§ 40. The Hand moved by Contraction. — An important mode of changing the position of the hand is em- 
ployed in Exercise No. 21. While playing the last note before each change, the finger that is to play the next note is 
brought to its place, and during its use the other fingers are extended. 



EXERCISE No. 21. 

Directions.— Consider the first group in each measure as the germ from which a long passage grows, and in order 
to derive the full benefit from the exercise, carry it through at least two octaves with each mode of fingering. 

V^i PLAIDY. 



3 3 
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§ 41. Analysis of the Fingering. — This piece includes a variety of positions, and will be very instructive to 
the pupil, if studied until clearly understood. Right hand: In measures 1, 2, 3, 4, part of 5, 9, 10, 11, and 12, a seven- 

X X 1 1 2 3 4 

key position, slightly varied, is used, thus: B, or C$, E, or E^, FJ, Gj, A; in 6, 7, 8, and the last part of 15, a five- 

X 4 X 4 

key position, E, B; in 13, 21, 22, 29, 31, and 32, a five-key position, B, F$; in 14, part of 15, 23, and 24, a six- 

X 4 X 1 1 2 3 4 4 

key position, B, Gjf; in 17, 18, 19, 20, 25, 26, 27, and 28, a six-key position, A, Ofl, or C±f, Djf, E, Fjf, or Fj}. In 

13 1 4 

passing from 24 to 25, a contraction occurs, 1)$, E, and in 30, an extension, CjJ, A, and an omission of the first finger in 
2 x 

passing from F$, to E. The Left-hand part is all simple until 29, 30, and 31, where a change is made for every measure 
by contraction. 

Directions. — Count six in each measure. Observe the Double Sharp in the twenty-second measure. (§ 143, p. 228. 
The Double Sharp is here represented by in order to distinguish it from the thumb mark. In musical compositions 
generally the pupil will find it written thus, x. 

TWENTY- SEVENTH RECREATION. 
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§ 42. Thirds.— In playing. thirds it is difficult to strike both tones at the same instant. The only test is the ear, 
and it is necessary to listen closely and be sure that one tone is not heard before the other. " Both tones also must be 
strictly legato. (See Chapter VII, Theoretical Dept, p. 228.) 



EXERCISE No. 22. 

FIVE-FINGER EXERCISE IN" THIRDS. 

Directions.— Play as slowly, and watch the fingers as closely as in the first exercises. Do not move the body 
of the hand, or stiffen the muscles. Repeat each measure at least twenty times before passing to the next. 



RIGHT. 



LEFT. 




IZf-- 



RIGHT. 



LEFT. 




Change the hands dexterously, and preserve the legato in the following. 



BEYER 











_4 , i_*_p -- 


2 ? 2 
X 1 

I* t X 

2 2 


s i i 

1 x 
2 £ 2 

4 m +- 






* * * 













H ! r- 



3 i_4_ 



1^ ± ^EJ 



4 U= 



j — h 



I 



3=* 



IE 



"7" 



1 
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TWENTY- EIGHTH RECKEATION. 

§ 43. Analysis of the Measures Six should be counted for each measure; one for every £ — The in the 

Treble has a count and a half, the ^ having the last half of the second count. The f has three counts. The Base and 

mi i-u ~ „ +V>„ a . \ R #^"3 #^^3 



It. "1 



Treble go together thus : \ m ' 9 9 ' 9 The seventh measure thus 

(*- p p p p p P I 1 * V \> \> \> P P 

123456 123 456 



BEYER 



* . m 



Xh 
1-4 



XX 



r * r 
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§ 44. Repetition or Melteratlon of Tones. — It is generally very difficult for beginners to avoid stiffening the 
band and raising the arm whenever tones are consecutively repeated. Such repetitions, therefore, have, thus far, been 
excluded. They may be performed in three ways : first, by changing the fingers ; second, by continued action of the 
same finger ; and third, by action of the wrist. 

§ 45. In repetition bp changing the Fingers, the hand is drawn back to the end of the key, and the staccato 
touch is used by each finger in succession. (See §36, p. 40.) The change from one finger to another in the reverse order of 
their numbers, causes a movement of the Right hand upward, and of the Left downward upon the key-board. The 
wrist should be perfectly flexible. 



EXERCISE No. 23. 



i 



RIGHT. 

X 2 1 X 2 1 X 21X 2 1 

- n i eg ~ 



_X 3 2 1 X 3 2 1 X 3 2 1 X 3 2 1 




— ^ 



-0 0 0 0- 



f 



T T T X^ 2 ^ * 2 1 X 31 X 21X 21 



* i—i * •—• 



-m 0 — 0 — 0- 



Jtut 



H h- 



-0 0 0 0 0 0- 



-I h 



IiEFT. 

X 2 1 X 2 1 



1 



£=2 



x a i x 



2 1 X 2 1 X 



-X 3 — a — * — X 3 5* — t- 



— t—t—t- 



2 1 



EE 



-0 — 



-0 — # — » — 0- 



p- 



=F=#— p— 



-0 — 0- 



t=f=±4=t=F 



-0 0 0- 



PLAIDY. 




8va* 
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TWENTY- NINTH KECKEATION. 




♦ ♦ 



± — r 





0-0 — 0-0-0 — 0- 



3! 




^r0-^-^-^-0-»~9-0^r-^- 




§ 46. Repetition by continued action of the same Finger should be made wholly from the knuckle join 
the arm and hand being perfectly quiet. Practice is needed to enable beginners to perform it easily. 

The following exercise, though very dry and uninteresting, is so useful, not only in training the fingers to repel 
well, but also in rendering each one of them independent, that it will repay all the labor that may be bestowed upon i 
The keys that are held should receive no more pressure than just enough to keep them fully down. Stiffness must 1 
wholly avoided. , 



EXERCISE No. 24. 

• X 1 2 3 4 

Directions Place the Right hand upon the keys g, a, h, c, d, and the Left an octave lower; then, without « 

of notes, exercise the fingers as follows : Hold X while striking" many times with each of the fingers. Hold 1, whi 
striking X, 2, 3 and 4, each many times. In like manner, hold each of the others. 



t 
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Hold X and 4 while striking 



X 
X 
X 
1 
1 
1 
2 
2 
3 



3 
2 
1 
2 
3 
4 
3 
4 
4 



1111 
1111 
1111 

2 2 2 2 

xxxx 
xxxx 

3 3 3 3 
1111 

3 3 3 3 

XXXX 



2 2 2 2 

2 2 2 2 

3 3 3 3 
3 3 3 3 
3 3 3 3 
2 2 2 2 
2 2 2 2 
XXXX 

1111 
1111 



3 3 3 3 
4444 

4 4 4 4 
4 4 4 4 
4444 
4 4 4 4 
XXXX 
4 4 4 4 
XXXX 
2 2 2 2 



&c. 



u 

«< 
u 



Also, play from the notes, as follows : 




^1 



-\ — H 




m-m-m 




I 



i 



tS 1 - 



fill JJ 



-<5>- 



f~ ! I » 



#-€-€-€- 



i* € 



•7 * 



3E 



if 



Ml 



I 



. **i mi H % tti at* 




U — m-*-m—is — ■- ■ — = — -L#-^ — # — \^§r J m- 
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§ 47.— Repetition by Action of the Wrist is generally used where double notes or chords occur. The fingers 
are curved as in five-finger exercises, but are spread sufficiently to cover the keys to be played. The joints of the 
fingers do not move at all, but the whole hand rises and falls from the -wrist, while the arm is kept perfectly still. Young 
pupils invariably use this motion after striking the keys with the arm. They should first raise the hand, and, in producing 
the tones, strike with it, as with a hammer. 



1 EXEECISE No. 25. 

Directions. — Train each hand separately, until some ease in using the wrist has been acquired.. Make the time 
of the triplets clear and distinct. The Left hand is to play an octave lower than the Right, reading from the same notes 



RIGHT. 



I 



4 j 4—*= 



LEFT. * 



J.J ^ j—j- j-j— j- j— rj l^ =k=b=f 

I L x 

1 4 * 



+- * ~ 



m 




i 



3E3 



1 



-m — #- 



£3 



i 



0-0— r-f- 



H h 



H 1 1 



-&C. 



H 1 1 



-# — #- 



r 



THIRTIETH EECREATION. 



Question for the Pupil : What principles, already explained, are involved in the fingering of this piece ? 






IKfc 



jfczi: 
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§ 48. Studies. Etudes. — A composition, designed to furnish special training for students in music, is called a 
Study, or, using the French term, an Etude. Though many studies are interesting, few are really attractive. They are, 
however, indispensable ; and no pieces, composed with other objects in view, can possibly take the place of good studies. 
The true mode of using Studies is highly important ; but merely playing them a few times, accomplishes very little. The 
first requisite is to learn them perfectly, with a very slow movement. When one of them can be performed thus, without 
A Single mistake, it should be repeated a great number of tidies in the course of months, with unabated care, and 
gradually quicker and quicker, until, by such practice, the hands attain great skill and celerity in the particular manner 
of playing which that study is designed to develop. 

§ 49. Preparation for acquiring the Trill. — One of the most elegant embellishments possible in music is a 
really beautiful Trill, which is produced by a rapid, evenly balanced alternation of two tones, at the interval of a second. 
Its elegance and beauty depend upon the perfection with which its tones are executed. A limping, jerking, faltering 
trill, with too many or too few sounds, is an outrage upon musical feeling. How then shall the pupil acquire the ability 
to trill elegantly ? The answer must be the same it would be to a similar question concerning the Scales. Carefully 
poised fingers must play the trill so slowly at first that it may be done perfectly; and speed must be gradually attained. 

The following excellent Study by Bertini, if rightly practiced, is an admirable preparatory exercise. 

EXEKCISE No. 26. 

TRILL STUDY- 

Directions. — Count eight in each measure, and persevere in playing no faster than sixty counts in a minute, until 
he whole study can be played without rolling or shaking the hand in the least ; without hesitation or faltering, and 
without an error. So much gained, in a few weeks, by daily practice, the speed may be increased to one hundred and 
ifty counts in a minute ; and sucli of the fingers as have been thus trained, will have acquired facility in executing 
he trill. A strong accent upon the first and third parts of the measures will assist in the beginning of practice. 
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§ 50. Sign of Abbreviation.— Tq avoid the necessity of writing the same group of notes repeatedly, a sign 
of abbreviation is used, thus : 

Figure 19. 



Written : 



* — g j g 



1 




Played : . 



§ 51. The Triad of I, in every key, is composed of I, III and V. (See Chap. XIV, p. 231, and § 191, p. 235 
Theoretical Department. 



* EXERCISE No. 2T. 

Directions. — Practice these chords first in their broken forms, extending the hand so that each finger may be held 
over its proper key, before any one is struck. Do not straighten the fingers. Repeat each measure many times, until 
the hand becomes somewhat accustomed to the extension. These Triads may be broken in many ways, not shown 
below. 

KEY OP C. TRIAD OF I. 
First Position. Fingered with the Right hand, X 1 2 4, and with the Left, X 1 3 4. 



I. The same Chord broken. 




Second Position. Fingered with each hand, X 1 3 4 



L The same Chord broken. 
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Third Position. Fingered with the Right hand, X 1 3 4, and with the Left, X 1 2 4. 



L 



The same Chord broken. 



i 



The Accent Exercises upon Broken Chords, commencing with No. 154, p. 185, should now be gradually intro- 
duced, at the discretion of the teacher. 

thirty- first recreation. 

Directions. — Play to the first double bar; repeat, omitting measures marked "First time." After playing the 
second strain, repeat the first again, omitting the same measures, and close at the word Fine. This last repetition is 
indicated by the Italian words Da Capo al Fine, abbreviated D. 0. In passing from the twenty-sixth measure to the 

4 X 4 X 

first, lift the Left hand from the position G — D, and place it over C — G. No special care is needed to make any of the 
tones legato, but perfect flexibility in all the muscles is essential. Bring out clearly the repetitions of D in the Base. 
Observe the staccato marks. 



p 



3 




FIRST TIME. 
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In learning the Minor Scales, a classification, with reference to their fingering, is useful to assist the memory. (See 
Chap. X, p. 230 Theor. Dept. and § 189, 2, p. 234.) 

§ 52. First Class of Minor Scales The scales of 0, G, D, A and E, Minor, belong to this class, and have the 

third finger of the Right hand on VII, and the third finger of the Left on II. 

EXERCISE No. 28. 

MINOR SCALES. 



SCALE OF C MINOR. Component Tones, C, D, Eb, F, G, Ab or Ajf, Bjj. 




SCALE OF G MINOR. Component Tones, G, A, Bi>, C, D, Et> or EJf, Fjf. 




SCALE OF A MINOR. Component Tones, A, B, C, D, E, F or F$, G#. 




\ 
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SCALE OF E MINOR. . Component Tones, E, F#, G, A, B, C or C#, D#. 

2 J, *» 



3=£ 



ii 



■0- 3 



2 * r*, u 



3 



2 



I 



1 — 



§ 53. Second Class of Minor Scales. — The scales of B, F§ and C$ Minor belong to this class, and have the third 
finger of the Left hand on F$. The scales of B and Cfy Minor have the third finger of the Right hand on A or Ajf. The 
scale of Fjjl Minor has the third of the Right on D or Djjl. 



EXERCISE No. 29. 

SCALE OF B MINOR. Component Tones, B, C#, D, E, F$, G or G#, Ajf. 



P 



x 1 8 \ 



X 



1=£ 



I 



^^^^ 



1 



-a— L- 



3 3 



SCALE OF Fjj MINOR. Component Tones, Fjj, Gfl, A, B, Qjf, D or Dj, Ejf. « 




. 3 x ^ Vl J 'tip 4? JtaD H x 



J. X 



X 



1 ♦ 



I 



i 



SCALE OF C# MINOR. Component Tones, Cj, Djf, E, Fj, Gj, A or Ajj, Bjf. 



x 




l 2 3 



□tzt 



Jit 



as 



1 x 3 3 X 1% 



I 



-0— j- 



Ifcfc 



i 



(1) Be careful, in descending with the Right hand, to make E$ legato ; folding it firmly with the thumb while the hand turns to enable the third finger to strike Dj}. 
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§ 54. Third Class of Minor Scales. — The scales of F, B\> or A$, Efr or Djjl, and A[> or Gjj! minor, belong to this 
class, and have the third finger of the Right, hand upon Bi? or A§, and the third finger of the Left hand upon G or F*, 
or upon G|? or F$. 



EXERCISE No. 30. 



SCALE OF F MINOR. Component Tones, F, G, Af>, Bb, C, D> or Djf, Efy. 




SCALE OF Bb OR Ajt MINOR. Component Tones, ^ D \ E \ F ' ° F ^ f*" 

* Ujf. Bjf, Cft Dfl, E#, F* or F#, G*. 





-H-J- 




* l a 



ST" 



"3 *" 



TXPTH 



'i- 2 



17 



1 "55 -I— 



2 X 1 



X 1 
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SCALE OF D# OR E{> MINOR. 

v 1 3 


Component Tones, < V 
(EK 


E#, Fjf, G#, Ajf, B£ or B, C 
T, G?, A>, B>, Cjf or CP, D 


1*. 

*• 

8 a , 




u Hx ^ 2 1 2 

X 3 2 







• 
• 


n — : — l^i ^ — i — * — 

^X 3 - 


_^ — m — ^. _ 1 — 


~ * ry ■- 


' 3 x 1 




LJ l— 1 ! X 2 1 2 

X 3 


1 2 X 




• 
• 











SCALE OF Gj OR A\> MINOR. 



Component Tones, j^, Atf, B, C#, Dj, E# or E*. 

(AKBl>,Cj>,DKEKFl}orFK 



F*. 
Gjf. 



5^ 



i a *i r-« x a i 




i x * 

fclQ 



-t — I 1 F- 



"-3 3 



it 



2 1 
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3 X 
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THIRTY -SECOND RECREATION. 

Directions.-^ Recreate is played in two ways, as shown in full at (A), and as commenced at (B). In both, 
the chords are the same throughout, and are struck from the wrist in a flexible manner. At (A) all the tones are sus- 
tained by the fingers, which hold the keys the exact length of time indicated by the notes. The pedal is not used. At 
(B) the tones are sustained by the pedal, which is pressed simultaneously with the striking of each chord, and held down 
until the time for the next chord. It then rises to allow the dampers to act fully upon the wires. The hand uses the 
staccato touch, being drawn off and shut, as shown in Figure 21. The effect so produced is very different from that indi- 
cated at (A), or from any mode of playing by the fingers alone. 




■0 — P-r-0— y 




'4-» — fc- F ff ? - v * 



P- 



Figure 20. 
The Hands prepared for a Staccato Chord. 



Figure 21. 
The Hands after striking a Staccato Chord. 





THE STACCATO TOUCH. 

(B) 
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Ped. %Ped. # 


Ped. * Ped. #Ped. r^Ped.* 


Ped. * 



§ 55. 17«e o/ efte Hand in Arpeggios. — (§ 191, 4, p. 235.) The hand takes one position only in each octave, and 
is spread over the keys of each position as in the broken-chord exercises. Its movement from one position to another, as 
the Right ascends and Left descends, is two-fold. First : while the second or third finger is held upon its key, the thumb is 
bent under the hand, to reach the first key of the next position ; and, as it is too short to accomplish this while the hand is 
unmoved, the wrist and knuckles are turned around in arcs of circles, whose center is the point of the finger that is held. 
Second : while the thumb is held, the hand is thrown over to its next position. The elbow is turned slightly outward, 
and the hand inward ; but the arm is not rolled, nor the wrist elevated above its usual height. When the Right descends 
and the Left ascends, the change is reversed. Only by such a management of the hand, among all the tones of an 
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Arpeggio, can the legato be secured, perfect equality of power be attained, and great beauty and rapidity in such passages 
be acquired. Perfection requires that no ear shall be able to detect the place or mode of changing the hand, so that the 
following passage, for example, though fingered differently, shall sound precisely the same at (a) or (J) as at (c). 



Figure 20. 




EXERCISE No. 31. 

Directions. — Place the Right hand in the first position indicated in Figure 21, and then, while holding the second 
finger upon the G-key, turn the hand around until the thumb can reach the C-key ; thus make a perfect connection be- 
tween the tones G and C. Bend all the joints of the thumb as it turns under. While the thumb is upon C, bring the 
hand to the second position. In descending, hold the C-key with the thumb, and turn the hand until the second finger 
can reach the G-key ; thus make C perfectly legato. Train each hand separately, and persevere in this preliminary 
practice until all the changes can be made easily, while a perfect connection is maintained between the tones. 

Figure 21. 



RIGHT. 
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Second 
Position. 



Third 
Position. 



Fourth 
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LEFT. 
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The practice of the Accent Exercises upon Arpeggios should now commence with No. 173, p* 194. 
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THIRTY-THIRD RECREATION. 



CZERNY. 



MOLTC 


Allegro. 


a) 

s — ft r 


n — rr 
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§ 56. Octaves. — Octaves must be played with a perfectly free wrist and flexible hand. When played with a stiff 
wrist and the use of the fore-arm, they are both disagreeable to the ear and fatiguing to the hands. Beginners are very 
liable to stiffen the wrists, especially if they attempt to play powerfully or rapidly before the hands are fairly accustomed 
to the extension required by octaves. In striking the black keys, large hands generally use the third finger. 

No. 32. OCTAVE STUDY. 

IHrections. — Play slowly and softly at first, and be sure to have the curve of the fingers and the general position 
of the Hand correct. Practice octaves only a few minutes at any one time, but recur to them very frequently. 

(1) See Dictionary of Musical Terms, page 236. 
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§ 57. Tenuto. {dbbrmiated Ten.) — This word is used to signify that certain tones should be carefully sustained the 
exact length of time represented by their notes. It is indicated by the signs (a) and (□), and sometimes, inaccurately, 
by the sforzando, or accent-mark (>-), and still less accurately, by the accent sign reversed (-<). 



MELODIES FKOM "MAKTHA." 

§ 58. Analysis of the Fingering/— This piece affords a good illustration of the difference between the use of the 
hand in the legato and staccato styles of playing. In the legato, great persistence in holding keys being required, the 
selection of the fingers is very important. In the staccato, connection of tones should be avoided ; the hand is used 
more freely, and the choice of the fingers is comparatively immaterial. In the twelfth measure, for example, the third 
finger silently takes the key held by the second, that the latter may be ready for the next tone ; that taken, the thumb 
reaches a black key, while the fingers remain in place to play connectedly the tones of the fourteenth measure. In the 
fifty-first measure the fingers play a legato group, and tfien the hand is lifted and placed in a convenient position for the 
staccato tones that follow, the fingering being unessential. The forty-eighth measure is fingered in two ways, either of 
which may be chosen. 



FLOTOW. 
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(1) This tj, though unnecessary, is inserted, in accordance with the custom of composers, lest some should fail to notice the change of key. 
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§ 59. The Damper Pedal, — called by some the " Open Pedal," and by others, less properly, the " Loud Pedal," — 
lifts all the dampers of the Piano Forte, and allows the wires to vibrate freely. It must, therefore, be used with great 
discrimination, to avoid a confused, discordant intermingling of sounds. The dampers must always be allowed to act 
fully upon the wires, at every change of chord. In modern music, Ped. indicates the use of this Pedal, and # its dis- 
continuance. Some composers, even when the pedal is needed to produce the effects they intend, leave it wholly to the 
judgment of the performer. 

§ 60. The Action Pedal. — The full tones of the Grand Piano Forte are nearly all of them produced by three 
strings in unison. A pedal is provided, which moves the key-board, or action, so that each hammer strikes only one 
string, or, in some instruments, two strings, and thus soft tones, of the same character as the loud, are produced. The 
soft pedal of the Square Piano produces a muffled tone, which is seldom agreeable. The use of the action pedal is indi- 
cated by Una Cor da, abbreviated u. c. — one string; or by Due Oorde — two strings. Tre Corde — three strings, shows that 
the action should be allowed to spring back to its usual place. That clear, sweet tone, with which some very skillful 
pianists occasionally delight their hearers, resembling the sound of a glass bell, is made by a very delicate use of the 
key and of both action and damper pedals. 



LE ROSSIGNOL. 

§ 61. Analysis of the Fingering. — The first eight measures of the Right hand part form a five-key passage, 
A to B. The next four measures form a six-key passage, A or B, B or Cjjjl, D, E, F$, After a few measures, which are 
fingered, a five-key passage, slightly varied, closes the strain. The Minor passage that follows can be analyzed by the 
learner. Upon the seventieth page, a Broken-chord passage occurs, composed entirely of the Triad of E (Fig. 22). 
The hand takes three positions : the first, E, Gtt, B, E, provides for seven tones : the second, B, E, Gtt, B, for six, and 

X 1 u 2 .4 TT . IT 

the third, E, Gtt, B, E, an octave above the first, for fifteen. 




First Position. 



Second Position. 



B. 



fat 



Third Position. 
4 



aft 



In the next passage the slurs indicate accents upon the second and fifth parts of each measure, while the first and 
fourth parts are light and staccato ; thus the regular grouping is broken up. (See § 26.) The hand rises after every 
staccato tone, and jumps to the next position. The fingering is as follows : 



§ 



— 0— t 



I 



All the groups of sixteenths that follow, except the first, are commenced with the second finger. 
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The closing strain twice requires a silent change from the third finger to the first, and that the hand should be 
lifted after each staccato tone, thus : 
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Directions. — For preliminary practice, strike the chords as at B, Figure 22; then, in breaking them as at A, 
retain each position until the last tone is struck, and, while it is sounding, prepare by contraction for the next 
position. (See § 40, p. 45.) 
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(1) Composers designate their works by numbers, in connection with the Latin word OpU8> abbreviated Op. Some use the French word Oeuvre. In purchasing 
music, the best way to describe the compositions of well-known authors is to give names and numbers simply. For example, "Beetlwoen, Op. 26." "When several 
pieces are included in an Opas % the number 'of the one desired Bhould also be given. The Rondo, above, is "F. Hunten, Opua 71, No. 3." 
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GENERAL PRACTICE. 

§ 62. Celerity. — The pupil should now spend some time daily in practicing with the utmost celerity, remembering 
that slow playing, though indispensable for ensuring accuracy, even to the most accomplished pianists, will never give 
the power of executing rapidly. As one who would be expert in catching a ball, must learn to note its course, and shut 
his hand upon it vigorously at the right moment, so any one who would acquire skill in Piano-forte playing, must learn 
to decide instantly on the necessary positions of the hand and selection of the fingers, and must train the muscles to 
respond in like manner to the mental command. In acquiring celerity, the pupil must rush on through difficult passages, 
even at the risk of omitting some tones and mistaking some — at all events must play with speed. It should be under- 
stood, however, that this style of practicing, if employed exclusively — as indeed it is by many — will in a short time ruin 
any one's playing ; but taken in connection with constant practice of the most careful kind, it will produce gratifying and 
satisfactory results. Let the Five-finger exercises, then, and all forms of Scales, both Major and Minor, and the Broken- 
chords and Arpeggios, in all keys, receive in turn this kind of practice. To avoid neglecting any of them, a record 
should be kept of the various exercises of each day. 

§ 63. Dynamic Force. — Regular and systematic practice of scales, and other exercises, is also now important for 
dynamic training. Each hand should play separately, and both together, in all the gradations of power, from pianissimo , 
which it is very difficult to acquire in perfection, to fortissimo, which, at times, should be produced by the boldest and 
firmest strokes, and at other times, by pressure, without lifting the fingers higher than is necessary to allow the keys to 
act. Also, one hand should play loud, and the other soft ; one legato, and the other staccato, with crescendo ascending, 
and diminuendo descending, and vice versa. 

§ 64. Sow to Learn a Difficult Piece of Music. — Presupposing that the principles of notation and fingering 
are understood, the best mode of overcoming the difficulties of a Piano-forte composition is, substantially, as follows : 
The learner should at first try, four or five times, to play the whole piece slowly from beginning to end, to discover the 
more difficult passages ; he should then practice these very slowly indeed, counting aloud decidedly, and accenting the music 
very forcibly. When a passage has been so repeated, fifteen or twenty times, if it can be played alone, it should be 
tried in its connection. If still troublesome, it should not be practiced again immediately, but the hands should rest, or 
play some other part, and then recur to it again. Such management, which avoids impairing the tone and # vigor of the 
muscles by too long practice in the same way, and is not insupportably wearisome, eventually overcomes all difficulties, 
and, after days, weeks, or months of practice, as the case may be, prepares the learner to play a long composition accu- 
rately throughout, and in its appropriate time. Proper practice of short passages has a far-reaching influence, rendering 
the whole habit of playing more accurate, and imparting certainty and well-founded confidence to the player. Haste in 
attempting to conquer difficulties is fatal to success. When the mechanical difficulties connected with a mere production 
of the, tones are so far overcome that due attention can be given to light and shade, all that pertains to the proper expres- 
sion of the music should receive minute, thorough attention, and persevering practice. 

§ 65. Playing for Listeners — Learners should improve every opportunity to be heard by others, especially by 
such as are competent to judge of their performances. Though it is more difficult to play accurately in such presence, the 
concentration of mind required, the stimulus afforded, and the consciousness of intelligent approval, all tend to discipline 
and develop the pupil ; to impart freedom, ease, and grace. For this purpose it is well to commit entire pieces to memory. 
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ANDANTE FROM "WILLIAM TELL. 



Directions.— In f measure, when Triplets are frequent, the effect is that of % measure ; but it is proper to trill in 
either way as the player chooses. This is illustrated by the two Trills that are written in full. All the Trills will require 
minute counting, one for each group of thirty-second notes, and much more practice than the other portions of the piece. 
The last group in the first Trill consists of a Quintlet, called a Turn. (§77, p. 131, § 165, p. 231.) Several other similar Trills 
are indicated by tr, and small notes showing the termination of the Turn. The last two Trills have no Turn. They are 
accompanied by a melody, played by the Left hand, which should be very distinct, as indicated by the word marcato. 
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§ 66. Regular and Irregular Passages Combined In many compositions for the Piano-forte, passages 

occur which require one hand to play regular groups of tones, while the other plays irregularly. Thus, for example, the 
Right hand may be called upon for two tones, while the Left plays three ; for four or eight tones, while the Left plays six; 
for seven, ten, thirteen, seventeen or twenty tones, while the left plays six, eight or nine, &c, &c. Such combinations 
extremely difficult for those who have not acquired a certain independence in the use of the hands. They can be 
quered by persevering endeavors, in the following manner :— 1st. The hands should be practiced separately, until each 
can play its own part without difficulty. 2d. After one of the parts has been repeated several times, in immediate sue- 
cession, while the mind is strongly impressed with it, and gives almost exclusive attention to it, the attempt should be 
made to play both parts simultaneously. 3d. The attention should be strongly fixed upon the other part, and the effort 
to combine the two repeated. 4th. Finally, both parts should receive equal attention. 

WALTZ. 

Directions. — The slurs, over many of the measures, require that the first, third, and fifth tones should be accented; 
and the second, fourth, and sixth unaccented and staccato. In playing the tenth measure, the Left hand is placed over 
the Right. (Fig. 35, p. 133.) The tones of the quintlet, in the nineteenth measure, should be equal in length. (See § 66 



are 
con 



Andante. 



2 



U 



4 



2 



i 



I I 



4 



mf 



u 



basso 
— 0 — 



ben 



Attributed to WEBER, but composed by REISSIGER,. 

2 

4 4 ? . £ _4 
11 2 X 4 ^ — m 

3 ><3 X^3 X^_ ^ — _ _ 



■+- 



marcato 




-3- 4 *' 



§ 



-B- 



lmo. 



i 



X 



t ft t ft 



t ft t ft 



ST* - 



d ! • ! 



H bH h 



io.5 l 



i 



s 



eg 



&5 



fat 



— # 

Ped. 



Ped. 



5 '* 1 
rfi-HF h j* J*i 


lmo. 

uJ-4 — 


2do. 2 x 


^* 1 2T 1X*1 

— ^£31 


rpl 

4—1—1= 


i - - 

■ » r » 1 — #— t— ; 


J ■ j 


Lj — 

Fine. 




5 

m \-* T • T P , 


V-i 1 i ! - 


L_j 1 j 1 1 1_> 


1 v r i ^ 






± 1 V 1 V 1 


— i — i — i — i — i 

A 1 V 1 





Ped. 



* 19 



PRACTICAL DEPARTMENT — EXERCISES, RECREATIONS, AND PIECES. 75 




No. 33. WRIST STUDY. 

Directions. — All the tones of this study are to be played from the wrist, except five, which, being legato, require 
finger-touch. The staccato touch, described in § 36, p. 40, is to be employed only upon the eighth-notes, and the sixteenths 
that are followed by rests. The accented tones require a more forcible stroke than the others ; and, in order that they 
may contrast strongly, all the unaccented tones should be soft. When the thumb is placed upon a black key, the hand 
must be further upon the key-board than at other times. In learning this study, the first thing is to practice adjusting 
the fingers quickly to the different positions required. When all these are familiar the training of the wrist may begin. 
The arm should be quiet throughout, the muscles all supple, and the motion perfectly easy. After the whole study can 
be played without error, it should be repeated several times daily until a high degree of speed is attained. 
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NIGHT'S SHADE NO LONGER 



Directions. — A clear understanding of the fingering will facilitate learning this piece. It should therefore be analyzed by the pupil 

with great care. For example : the third measure requires a five-key position, A — E, and the fourth, a six-key position, GJf, in the one, 

and Dff, in the other, are, of course, exceptional. In the first part of the twelfth measure an eight-key position, G — f), E, F, occurs, and in the 

X 12 3 4 

fourteenth a seven-key position, G — 0, D, E, F, &c, &c. In measures 19 to 32, inclusive, a melody and an accompaniment are played by the 
same hand. The melodic tones, marked tenuto, must be clearly struck and fully held. The hand must turn to enable the thumb to retain its 
key while the fourth finger passes over it. The thirds in the forty-first measure, and all the chords in the Left-hand part, are to be struck from 
the wrist in the most flexible manner. The thumb of the Left hand is placed upon both E and D, in the third chord of the forty-second measure. 
The embellishments may be omitted at first. (See § 77.) Practice slowly. 

ROSSINI. " Moses in Egypt" 
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POLKA — MAZUKKA. 



Directions. — Count six in each measure, until the rhythmic difficulties are overcome. Many of the eighth notes 
are not only marked staccato, but are also followed by rests. This is characteristic of the Mazurka, which is a Polish 
dance. By all means, avoid the common fault of playing such passages legato. See § 26, p. 23, and obey the order con- 
tained in every slur in this piece. 
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PRELUDE. * 

IHrections This prelude, though peculiar and difficult, shows how harmonic passages may be played smoothly, 

and is quite instructive. While the fourth finger is upon D, in the first measure, the Right hand is extended, and pre- 
pared to connect that tone with the following chord. The third finger holds E, in the third measure, while the first rises 
to allow CjJ to be repeated simultaneously with A. The D, in the fifth measure, is held by the thumb, while the fourth 
and first fingers strike their keys above ; then the F# is held by the first finger, while the fourth and thumb strike. In 
the twelfth measure, Cj and A# are both struck by the Right thumb extended over them. Some hands must omit the 
Aj. The Left thumb crosses over the Right in the first measure, and under it in the seventh measure. 

F. CHOPIN. Op. 28, No. 7. 
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THE DESIEE. 



Directions.— Practice the first part of this piece as an exercise in connecting well the tones of a melody, while 
an accompaniment is played by the same hand. To do this, it is necessary, in several instances, to change fingers 
quickly and silently, upon a key that is held. Some places can be made legato only by large hands. The turn in the 

eighteenth measure is made thus : ^t^jr ^ 



The \ below the sign indicates that D should be 



natural. (See §§ 77, p. 131, and 165, p. 231.) 
Allegretto 
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Attributed to BEETHOVEN, but composd by SCHUBERT. 
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§ 67. Sixths Played Legato. — In the following exercise, one part must, in every case, be made legato. In many 
places both parts can be made so ; but in some it is quite impossible. 

EXERCISE No. 34. 

Directions. — Strike both keys exactly together. Begin with separate hands. Move the fingers freely, and avoid, 
as far as possible, all straining, twisting, or movejnent of the hand. 




ACCOMPANIMENTS OF VOCAL MUSIC. 

§ 68. Vocal music may be accompanied by the Piano-forte in either of two ways : — 1st. By playing simply the 
tones that are sung. 2d. By playing other tones, in harmonious continuity, more or less elaborate. Compositions con j 

, sisting of several successions of tones, performed simultaneously by different voices, and therefore called Vocal Parts, 
are generally, if simple, accompanied in the first manner. Songs, and the larger forms of all kinds of vocal music, usually 

'have separate accompaniments. 

§ 69. In Accompaniments of the First kind, the different parts should be played, as nearly as possible, as if 
eaeh of them were a solo melody sung, rather than played, by the instrument. To' produce the singing effect in perfec- 
tion, all the tones must be legato. This, however, is often impossible, and in some cases, one part only can be played 
connectedly. Either part may answer ; but the highest, on account of its prominence, should then be preferred. 

§ 70. In Four-part Music, that part which has the highest pitch, is called the Soprano ; the next lower, the 
Contralto, or Alto ; the third in order, the Tenor ; and the fourth the Base. These parts are arranged in four different 
ways, in the Tune Books in common use. 
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Figure 23. 
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In all of these, the Right hand plays the Soprano and Alto parts, and the Left the Tenor and Base. When the 
Tenor is too high for the Left, it is taken by the Right, and when the Alto is too low for the Right, it is played by the 
Left. Occasionally a Tenor or Alto note is out of the reach of either hand : it is then taken by the Right, an octave 
above its proper pitch. 

EXERCISE No. 35. 

Directions. — Practice the following well-known Chant in the strictest legato style. It will be necessary, in several 
instances, to change fingers, quickly and silently, upon a key while it is held. Slurs over the figures indicate this. 
Where three figures are placed above the staff, the Right hand is to play the Tenor. When a key must rise, before the 
time of its tone expires, to prepare for repetition, (as the first in the Tenor,) the other part played by the same hand 
should, if possible, be legato. The fourth method of arranging the parts, being less difficult than the others, is taken 
first. 
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The English National Hymn may be less legato. 
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The First, Second and Third methods of arranging the parts are perplexing only at first. The Tenor is played an 
octave lower than it is written. 
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EXERCISE No. 36. 

Directions. — This beautiful composition should be played very sweetly, and very legato. The duet between the 
Soprano and the Alto is repeated, note for note, by the Tenor and Base. Try to play as well with the Left hand as 
with the Right, and, while the Left has the melody, let the Right be so soft, that the Left may be distinctly heard. 
Some notes of the Tenor must be played by the Right hand ; and there is one that cannot be played at all, except 
by large hands. 

THE NIGHTINGALE. 

FOUR-PART SONG. 
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§ 71. General Directions The principles involved in playing part-music have been illustrated sufficiently by the 

foregoing compositions ; but facility in this kind of accompaniment can be acquired only by long practice. The pupil who 
desires it, should play all the tunes and anthems in several of the books in common use, beginning with the less difficult, 
and persevering until all the modes of arranging the parts become familiar, and ordinary tunes can be played at sight. 

§ 72. Accompaniments of the Second kind, do not differ materially from other instrumental compositions, and 
therefore no explanation of their mechanical difficulties is needed here. But they do especially require that the player 
should listeii, not only to the accompaniment itself, but also to the singing ; should notice and follow all deviations from 
the exact time indicated by the notes, and all gradations of power ; should pause patiently upon note or rest while a 
tone is long sustained, and then recommence at the proper moment in the most effective manner ; should, in short, 
sympathize fully with, and be led and governed by the vocal performance. Above all, when a solo is sung, the accom- 
paniment should never be noisy or indifferent, either overpowering the voice, or inaudible. 



MAZURKA. 



Directions. — The Italian words, Dal Segno senza Fine, show that this peculiar Mazurka has no necessary end, but 
is to be repeated, from one sign (^) to the other, at the pleasure of the performer. The thumb should take the first 
note after the double bar in the repetition. 

F. CHOPIN. Op. 7, M. 5. 

__ mezza voce. — ^ 

VIVO. C^QXqqX,o43 2 



-I — I — i L 



H h 



y semplice. 



diminuendo. 



X 3 



3 



:t=t 



1 — 



-V- 



Ped} 




~ X JJ i £- 1 3 2 JL 2 ^ 1J* > ■ | t l 2 X 1 2 3 X 



i 

4 



X 12 3X21 



sotto voce, 

X 3 2 X 



-A. -0^* -0- -0- -p- ^ 




:p=P 



:p=p: 



g= faf =g = g: 



Fed. 



x 

2 
4 



X 
4 



1 2 



4 



X 3 2 X 



2 3 2 X 



1 2 




Ped. 



i>aZ Segno senza Fine. 

t=t= 



Pec*. 



II 



§ 73. Notation of Complicated Passages. — Much improvement has lately been made by Liszt, Raff, and 
others, in the mode of writing complicated passages for both hands. The practice now is, to write all the notes to be 
played by the Right hand upon the upper staff, and all to be played by the Left upon the lower staff, with such changes 
of clefs as may be required. It is, however, to be regretted, that many composers are careless in this regard, and still 
write in a mixed, and more or less confused manner. 
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EXERCISE No. 37. 

CHROMATIC SCALE IN" OCTAVES. THE RIGHT HAND ALTERNATING WITH THE LEFT. 

Directions. — This mode of playing is governed by the eye, with no other thought than, simply, that the Left hand 
strikes three white keys, C, D, E, and three black ones, Fjj:, G$, A$, while the Right strikes two black keys, Q$, D$, and 
four white ones, F, G, A, B, in each octave. For preliminary practice, it is well to try each hand separately, thus : 
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Then one hand may strike single tones, with either first or second finger, while the other hand plays octaves, as follows : 
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The Accent Exercises, Nos. 213 (p. 212) to 222, inclusive, should now be practiced. 
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§74. The Tremolo. — A trembling effect, produced in Piano-forte music by rapid reiteration or alternation? .of 
tones, is designated by the term Tremolo. Many play Tremolos irregularly, and exert themselves unnecessarily in so 
doing ; they therefore soon become confused and wearied. If played in. perfect time, and with a flexible hand, such 
passages are not difficult. Tremolos are generally abbreviated, and are written and played as follows : 



Written. 



Played. 



EXAMPLES. 
Figure 24* 
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(1) This mode of playing is less in accordance with the idea of a Trill, as indicated by the abbreviated measure, than the first mode; but it produces a somewhat 
similar effect, and is not so difficult. Entire unanimity in regard to modes of writing and playing such passages does not exist among musicians. 



FANTAISIE. 

* Directions. — The phrasing of the first four measures should be that indicated by the slurs. (See § 26, p. 23.) The 
accompanying chords in the next four measures should be struck lightly, with a supple hand and free wrist. The 
melody, beginning in the eleventh measure, should be clearly brought out by the Right hand, the long tones being well 
sustained. Draw off the hands from the keys in playing the staccato chords that form the accompaniment. In the 
twenty-sixth measure, the sixteenth notes, following the dotted eighths, are to be played in exact time, the triplets by 
the Left hand being quite independent. The legato sixths, in the thirty-sixth measure, should. receive special attention. 
In the Cadenza following, the scales may be ad libitum. In the allegretto melody, each short note belongs to the following 
long one, and is to be closely connected with it. The melody commencing with the one hundred and sixteenth measure, 
requires great delicacy and finish to exhibit its beauties. The long tones should be fully sustained, and the pauses ob- 
served. The tremolo passage should be played by the fingers alone, the melody in the Base being distinctly brought 
out. All the characters indicating style, phrasing, or dynamic expression — in other words, all the legato, staccato, tenuto, 
and accent marks ; the dots, ties, pauses, &c, must receive careful attention. Without a due observance of such char- 
acters, no well-written composition can be properly, or even respectably performed. 
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ANDANTE MOVEMENT. 

Directions. — The accurate measurement of time in this piece is somewhat difficult. Count six, and carefully 
study every measure. As a general rule, all syncopated tones receive special stress. (§ 107, p. 226.) The accents, in this 
kind of measure, are placed thus : 



Countings, ' 1, 2, 3, 4, 5, 6, | 1. 

Begvlar Accents, 
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In the twenty-fifth measure, a passage commences in which the Left-hand part should be prominent. In some 
measures, each hand plays two parts, the long tones of one being sustained, while several short ones of the other are 
struck. 
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§ 75. Doubly Marked Notes. — When both legato and staccato marks are placed over a note, or group of notes, 
thus : p P P each tone should be held nearly its full time, until the instant when the key must rise, in order to 

I L-LJ 

clearly disconnect it from the following tone. The tones of a group should be nearly equal in power. 



MELODY AND SCALE. 

Directions. — The following melody, with accompaniment in small notes, forms a pleasant and useful study, not 
only in scale practice, but in transposition. It may be changed to the key of D, by supposing that the signature is two 
sharps, and playing accordingly. Each accidental natural will then be read as if it were a sharp. It may be changed to 
the key of C, mechanically, by taking, for every tone, the next key to the left of the one indicated by its note. After 
these two transpositions have been made, other keys may occasionally be tried, until, by perseverance, all the difficulties 
of transposition are overcome. Render the melody with perfect distinctness, and 'play the scale passages very lightly 
and evenly. In the second measure, the Right hand plays two tones of the scale, marked M. D., and is immediately 
followed by a chord, struck by the Left, marked M. G., the highest tone of which is melodic. These changes should not 
interrupt the continuity of the accompaniment. In the seventh measure, the Right hand should be passed under the - 
Left. 
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No. 38. STUDY. 

IMrecUons.-lo play legato with one hand, and, at the same time, staccato with the other, is at first difficult. It 
ahould be attempted very slowly, and with great care as to accuracy. When this study can be played well, as written, 
it will be very useful to practice it staccato throughout. 

ST. HELLER, Op, 46. 2To. 1. (Etudes progressives.) 

Allegro Assai. ^ — 
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No. 39. STUDY. 

Directions. — In this study, certain tones are reiterated, each being held, as nearly as possible, its full length. An 
accompaniment, in the first three strains, wholly staccato, and, in the fourth, composed of two legato tones, followed by 
one staccato in each measure, is played at the same time. The chords struck by the Left hand in the seventh, twenty- 
third, thirty -first, and several other similar measures, are accented and tenuto, (§57, p. 66.) each being followed by staccato 
tones in resolution,. (§ 183,p.233,) and accompanied by a graceful legato passage for the Right hand. Nearly all these 
effects are produced by the fingers alone, and require great care. 

ST. HELLER. Op. 46, No. 3. {Etudes Progressives.) 

Allegretto Scherzando. 
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HOME, SWEET HOME. 

Directions. — This piece affords good practice, in so playing a melody, that it shall contrast strongly with its ac- 
companiment. The melodic tones, written with large notes, are played legato and tenuto, in a clear, distinct, well shaded, 
fully sustained, and connected manner. The accompanying tones, written with small notes, are very light, and, nearly 
all of them, staccato. The effect produced is precisely that of two instruments, alike in quality of tone, one of which is 
prominently heard, while the other is but little more than audible. This two-fold effect can not be produced by a single 
player without long-continued, careful training, and repeated, persevering endeavors. Follow the fingering closely. 
In the seventeenth and eighteenth measures, play all the tones as legato as possible, and give special attention to the ties.' 
When the Left hand is required to extend over more than one octave, as in the fifth measure, the lower tone* is struck 
first. (See § 76, p. 110.) Count four. 
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SCALES IN DOUBLE THIRDS. 

(See Theory of Fingering, § 189, 3, p. 234.) 

EXERCISE No. 40. 

Directions. — In playing the scales in double thirds, each hand can make one part only entirely legato. The other 
part must be more or less detached. Commence by descending with the Right hand. The lower part, then, may easily 
be made legato. Do not break the thirds in the least, in other words, strike them simultaneously. 

Figure 25. 
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In ascending, the upper part is made legato by crossing the second finger over, while the fourth, or third, curls under 
to hold its key until the second strikes. In the key of C, Gr is held by the fourth finger ; B, and afterwards D, by the third, and 
thus the upper part is played connectedly through the whole scale. In the lower part, E can not be legato, because the 
second finger must leave it to go over to A. All the other tones may be connected ; for, while the first is upon G, the 
thumb can turn under to A j while the first is upon B, it can turn under to C. Be careful to strike the thumb exactly 
with the second finger. 
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Fig. 26. 
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When the third finger is upon a black key, and the second is to take a white, thus : 



Fig. 27. 
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it is impossible, for some hands, to make the upper part legato. The first finger may then be held, while the thumb and 
second reach their keys, as follows : 



Fig. 28. 
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The same principles apply to the Left hand. The slurs, in this exercise, show which notes are to be held to secure 
the legato, and the dots indicate which notes can not be held, but must be detached. It is unnecessary to learn all these 
scales at once. Two or three now — enough to accustom the hand to such use — will suffice. The others may be inter- 
spersed with the pieces that follow. 

MAJOR SCALES IN DOUBLE THIRDS. 
SCALE OP C. Fourth Finger of Bight Band on 0. Fourth of Left m 0. 
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MINOR SCALES IX DOUBLE THIEDS. 

SCALE OF G. SCALE OF D. SCALE OF A. 
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CHEOMATIC SCALE IN DOUBLE THIRDS. 
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MISERERE FROM "TRO VATORE." 

Directions. — The chords in this piece require supple hands and free wrists. There should be & very marked 
difference between the melodic tones, and those of the accompaniment. The former should be clearly and distinctly 
brought out, well-sustained, and closely connected ; the latter must uniformly be light and subordinate. The first 
melody commences in the ninth measure, the second in the eighteenth. All the notes indicating melodic tones are upon 
the upper staff, and have their stems turned upward. Count eight for each of the first sixteen measures, then, as 
triplets are frequent, and the effect is that of ^ measure, count twelve, or six twice. After the difficulties arising from 
double dots, thirty-second notes, and triplets, have been overcome, count four for each measure, from beginning to end, 
to secure the same movement throughout. 
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SLUMBER SONG. 

Directions The Left hand frequently strikes tones higher than those played by the Right. It is placed over the 

Right in all the measures except the last four. The tones of the melody should sing ; should be distinct, clear, and 
well-shaded. Those of the accompaniment should be subdued, and very closely connected, flowing together, without 
accent, like the sounds of an organ. The damper pedal must be very carefully used. (See § 59, p. 68.) 
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(1) Thesefigures in connection with the J, signify that this composition should be performed at the rate of 100 quarter notes in a minute of time. This rate may 
Be obtained not only'from the Metronome, an instrument invented for the purpose of measuring time, but also from the simple swinging of a small weight, attached to 
a cord, held by the hand. If the length of the cord is two feet, the weight will vibrate at about the rate of 80 times per minute ; if it is 17J inches, 100 per minute ; if 
12 inches, 120, and if 9J inches, 130. 
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PEELUDE. 



Directions Play as legato as possible with the fingers, and be particularly careful to strike all the tones of each 

chord and to press the damper pedal simultaneously. If the harmony changes, allow the pedal to rise just before each 
chord is struck • if not, it may remain down. The Right thumb strikes two black keys at the same time m the second 
measure and two white ones in the sixth measure. If properly performed, this composition is very grand. 
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HAUSMUSIK. 

Directions* — The composer's direction, in regard to this beautiful little piece, is einfach and innig ; which may be 
translated, — with simplicity and feeling. The long tones should be fully sustained. 



Moderato. 



CARL BEINECKE. Op. 77, No. 1. 
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§ 76. Extended Chords appear very formidable at first, but are really less difficult than they seem. Their com- 
ponent tones can not be struck quite simultaneously, but are rolled up from the lowest sound as rapidly as possible. 
This effect is indicated by a waved or curved line, thus : 



As written . 



Figure 29. 
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In playing them, the hand is first placed in a position to strike the lowest tones, and the fingers are extended as 
far towards the highest keys as ease, comfort, and flexibility permit. Then, as soon as the lowest tone is heard, the 
arm is suddenly moved to the right, the wrist is turned, and the fingers are brought to the upper keys. All chords 
that require only one extended position are thus easily struck. Others, like Figure 29 (a), demand the same use of the 
hand, with this addition, that, almost at the instant that the combined motion above described is made, the fingers are 
thrown over the thumb. The damper pedal is always used with such chords. 



AMOKOSA. 

Directions. — In this piece the melody should be played very sweetly; the staccato tones being clear and crisp, but 
not loud, and the legato, flowing, and delicately distinct. The chords played by the Left hand should be soft, as if ac- 
companying a singer, yet they should be clearly heard, especially the sixteenths. The accompaniment written with 
small notes, and beginning with the thirty-third measure, should be limpid, light, and not sufficiently conspicuous at 
any time to draw attention from the melody, which is written witfh large notes. The fingering above the notes of the 
thirteenth measure is modern, (§82, p. 191) and is preferable to that below, which avoids the use of the thumb upon black 
keys. A passage commences with the forty-second measure in which the thumb has a succession of accents. 
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SCHUBERT'S SERENADE. 

Arranged by S. HELLER. 

Directions. — This song is one of the most charming compositions in the world. Do not play it carelessly ; it 
would be better never to touch it at all. It will be rather difficult to perform it properly, with present proficiency ; but 
finally it can be played well : and much may be learned from its study. Practice the Base separately, until all the posi- 
tions of the different chords can be struck without breaking them in the least. Lift the fingers precisely together, as 
the staccato marks indicate, and hold the long tones. In the repetition, each measure should commence with an octave 
by the Left hand. In the sixty-second measure, the Left has a melody which should be distinctly heard. The first four 
measures of the Right-hand part are to be played in the same manner as the chords for the Left. Then begins the 
song. Learn it separately, until all the difficulties of time and fingering are overcome. In regard to the style of playing 
it, no better directions can be given than the following extracts from Thalberg's " Art of Singing applied to the 
Piano-forte. 77 



"In simple, tender and graceful songs, the keys should be, as it were, kneaded, — moved with a boneless hand and velvet 
fingers ; they should be at such times rather caressed than struck. 

" The singing part should always be clearly and distinctly articulated, standing out as prominently as a fine human voice 
does from a subdued orchestral accompaniment. The marks for piano or pianissimo placed with the song, should be followed only 
relatively, and in no case should they prevent it from maintaining its prominence, only with less intensity. 

" The Left hand should always be subordinate to the Eight — that is, when the latter is singing, as the reverse may sometimes 
occur. The base or the accompaniment should be softened, so that the full harmony of the chords should be heard, rather than 
the individual tones which compose them. 

" One important recommendation that we should not withhold, because it is one cause of the thin and ineffective character 
of melodies upon the piano, is to hold the notes and give to them (unless there are contrary directions) their absolute value. 

"We would also remark that young performers generally apply themselves only to the mechanical execution, of the written 
notes, neglecting the signs of expression which serve to complete and translate the composer's thought ; signs which are to a 
musical composition what light and shade are to a picture. In either case, if these indispensable accessories are omitted, there no 
longer exists either effect or contrast, and the eye, like the ear, is soon fatigued with the same coloring and the absence of 
variety." 

" Those notes which are thus marked, v v , or f . . . ^ , are to be neither tied nor detached, but produced as they are by 
the human voice, the first ones a little more forcibly than the rest." 
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Second Time. 
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ALLEGEO MOVEMENT. 



Directions. — This piece requires special care in phrasing. For example: the first phrase includes the first 
measure and one tone of the second. The upper part is ajl legato, except the last tone, and the lower has a staccato tone, 
rest, tied ctard, and another staccato tone. After a rest, the second phrase begins with tied chords for both hands, the 
whole being included under a legato mark. There are numerous short phrases, commencing with accents, and included 
under legato marks.- All the phrases should be made perceptible to the ear. The appoggiatura* of three tones, in the 
twenty-sixth measure, should be closely connected with the following chord. (£77, p. 131.) The rests, legato, staccato, 
accent, and dynamic marks, and the fingering, require the closest attention. 



Allegro con grazia. 



WOLDEMAR BARGIEL. Op. 32. No. 1. 
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CKADLE SONG. 

Directions. — The broken-chord accompaniment of this melody is played by the Left hand, excepting a few tones 
that are more conveniently taken by the Right, and are therefore written upon the upper staff. The first of these is ft 
in the fourth measure, and is struck by the thumb. In the eighth measure, while the fourth finger holds ei?, the thumb 
reaches f, and the first and second fingers play al? and b|?; then, while those tones are held, the fourth finger moves down 
to d. In the ninth measure, the first finger silently changes with the fourth upon b|? to connect with g. In the eleventh 

measure, the third holds c, of the accompaniment, while the fourth slips down to d. Thus the tones are constantly con- 
nected. The upper part, in the nineteenth measure, is composed of groups of two tones, each three sixteenths in length, 
thus : 

2 2 

Upper part, J 



Lower part, f £/ f f &/ \ 
Countings, 1, 2, 3, 4, 5, 6. 

• In the twentieth measure, the thumb of the Left hand passes under the Right. The twenty-third measure has 
three parts for each hand, which require great care in regard to the fingering. In the forty-second measure, the thumb of 
Left plays three keys in succession, the D, in the lowest part, being struck with the ei? above. Constant attention will be 
required to the ties, legato and staccato marks, and to the strong contrast that must be maintained between the melody 
and the accompaniment. Repeat the first thirty-nine measures, and then, omitting thirteen, pass to the fifty-third, and 
close 

R SCHUMANN, OpM 124, No. 16. 

Allegretto. 
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MENUETTO AND TEIO. 



Directions. — in crossing the Left hand over the Right, in the seventeenth and following measures, the wrist 
must turn to bring the hand into a position to strike the chords. They should not be so. loud as to draw attention from 
the melody played by the Right hand. In the fifty-third measure, if the fingering over the notes be chosen, the hand 
must be so placed that the thumb may easily reach Eb, and the first and second fingers must play between the black 
keys. (See § 82, p. 191.) 



F. SCHUBERT. From Sonata in Eflat, Op. 122. 
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Menuetto Da Capo. 
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SCALES IN DOUBLE SIXTHS. 

(See Theory of Fingering, § 189, 5, p. 234.) 

EXEKCISE No. 41. 

Directions. — In playing the scales in Double Sixths, each hand can make one part only entirely legato. The 
other part must be more or less detached. In this exercise, the slurs show which tones can, and the dots which can 
not, be connected. In the first group, D is held by the fourth finger, which curls under, while the second finger passes* 
over it. In the second group, G is held by the fourth while the third passes over it. And so on. It is unnecessary to 
learn all these scales at once. Two or three, now, enough to accustom the hand to such use, will suffice. 



MAJOE SCALES IN DOUBLE SIXTHS. 
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"IF I WERE A BIED." 

The following well-known, and much admired composition, appears here with a new fingering, which materially 
lessens its difficulties. Nevertheless, it will require long-continued, patient and careful practice to master it. The 
learner will, however, gain largely in skill by it ; and the beauties of the music will amply repay the effort. Instead of 
an alternation of four tones by the Right, and four by the Left, as in the original arrangement, the Right constantly 
assists the Left, and thus relieves it from many awkward positions. This use of the hand forcibly illustrates Rule I, 
§ 188, p. 234. Compare Figure 30 with the new arrangement. 



Figure SO. 

Original Arrangement, 




First two measures. Seventeenth measure. 



" Si oiseau j'e'tais, 
A toi je volerais." 



A. HENSELT. Op. 2, No. 6. 
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Tempo primo. 
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EMBELLISHMENTS. 

§ 77.— 1. An Appoggiatura of two or more tones (§162, p. 230,) is played, like a Single Appoggiatura, very lightly, 
quickly, and in close connection with the accented tone which follows it. In old music, many embellishments, having 
more or less the character of Appoggiaturas, were indicated by signs, and much diversity and confusion have arisen as to 
the true mode of interpreting them. (1 » They are now generally written with small notes, which are easily understood. 
Figure 31, (a) exhibits the Double Appoggiatura. In many passages, marked tr, but too rapid to admit of a proper 
trill, the Double Appogiatura is employed, as at (6). 



Figure 31. 



(a) 



Written. 



Played. 




Allegro. 



Written. 



Played. 




Id the following, and similar passages, the groups of small notes are analogous to Appoggiaturas. 



Written. 




(1) Although the doctrine of this book, in regard to AppoGGiATtmAB, ditf ers from that generally maintained, it is believed to be fully sustained by the playing of the 
best Pianists. The common statement, that Appoggiaturas, though unaccented, are yet played upon the accented parts of measures, and take their time from the essen- 
tial tones following them, seems to have resulted from the fact that the small notes which indicate them are so written. Perhaps the so-called Long Appoggiatura, which 
was formerly written with a small note, but which in performance received an accent, and occupied half the time of the following large note, may also have occasioned 
some confusion. The Double Appoggiatura has certainly often been confounded with the Mordent 
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2. The Mordent is an embellishment which differs from the Double Appoggiatura in having the accent placed upon 
the first of the ornamental tones. It is always indicated by a sign, thus : 



The Double Appoggiatura. 



Figure 32. 

The Mordent. 





— ^-=i— q - 


AV 




/VV 


AV 

I 












: g=f-J 


* 


• 


HI 



















Played. 



m 



SI 



It should not be played as a triplet, thus : 




^1 



-| j (_ 



m 



The Mordent derives its modern character largely from the works of Chopin ; and the following extract from his 
well-known " Impromptu " is a good illustration of its use. 



Written. 



H h- 



1 p y ftp 



S3 



33t 



Played. 



\f •z* = »*M— 0 



-h — 4i 



3. The Turn, as now indicated by the sign (so), is, properly, an After-Tone. (See§§ 163 and 165, p. 231.) It generally 
consists of four tones, which are played more or less rapidly, according to the movement of the composition in which it 
occurs, A sharp, flat, or natural, placed over the sign, effects the higher of the ornamental tones : placed below the 
sign, it effects the lower tone. 



Figure 33. 



As written, 




When upon a dotted note, the principal tone is played after the Turn, in the time indicated by the dot, thus : 



A$ written, 




Turns are generally fingered with the second finger upon the essential or principal tone. 
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4. The Trill, or Shake, has already been practically illustrated in connection with the Andante from " William 
Tell." (Page 72. See also Fig. 24, p. 88.) When a Trill accompanies a melody, each melodic tone takes the place of one 
of the Trill tones, and thus is made perfectly distinct without interrupting the continuity of the Trill.. Figure 34, an ex- 
tract from Thalberg's " Home, Sweet Home," exhibits this. 



Figure 34. 

tr ............. . 




INTERLOCKING PASSAGES. 

A few specimens of passages, in which continuity is maintained by one hand passing over and alternating with the 
other, are here presented. Although originality is not claimed for the principle involved, yet some of the following 
illustrations of it are new, and now for the first time published. Bach, and his cotemporaries, sometimes applied this 
principle to scales and simple arpeggios. In modern times, the application of it to more complicated harmonies has 
produced a variety of new and startling effects. E. Harberbier was one of the first to elaborate such passages, showing 
great ingenuity and fertility of invention. 

§ 78. Analysis and Directions. — In playing these passages, the hand which is required to strike more black 
keys than the other, should be placed above it. 



Figure 35. 




Great care is requisite that the changing of the hands may be imperceptible to the ear. Practice those tones that 
are within reach of the fingers, while the body of each hand remains unmoved, before passing from one octave to 
another. Interlocking passages may be greatly varied by changing the place of the accent. 
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Nos. 42, 43, and 44 are introduced to show the progress of art, and require no special explanation. 

No. 42. 

J. S. BACH. From Concerto in D Minor, for three Pianos. 





D. 




r.D. ^ 

j i j — i i . . i 


M.D. >- 






L - 5? S~ • ? V — i — 2 ^ — 1 57 

• 4 

3 2 1 X 


^2 1 IT 

M. G. 




Btr*-^ 


! M. G. : 1 






^-HS-i 









- / — 1 d 1 1 1 , 1 ft b-fJ+ J VAVtwP 




J 2 1 x T i ST* * x _ 

^ 1 If 


^— ? ■■ 4- 

No. 43. 

J. S. BACH. 

^ )J3]fl sot 


— ii 

From the same Concerto. 


m f 2^3 X 2^2 1 i^X 

4 4 > "~ 1 
M.G. M.G. 4 

. _ 

S — + 


l — 5=J^ 



M. D. 

X 1 3 4 M. D. 4 

o: -IEE H— _ 4iti=====l=tt 
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No. 44. 



J. S. BACH. From the same Concerto. 

Ikf. D. 




JM. G. 



M. G. 



M. G, 



JM. D. 



I i ;■■ — j 881X4321X21 




M. D. 



M. D. 



*0 




M. G. 



01. G. 



IM. D. 




M. 1). 




X 




^ 1 X 

3 2 <ftm. 

IM. G. 




3 2 ^ 



1 V 1 



M. D. 



X 



IM. G. 




5 ISJ<LJ_1\ 




M.G. 



IM.D. 



2 1 



flf.G. 




JM. G. 



JM. G. 
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In order to comprehend the modern interlocking passages, Nos. 45 to 55 inclusive, it is important to distinguish 
between the harmonic tones, that belong to the chords employed, and the accessory tones, which, though essential to 
the effect, do not form a part of the harmony. No. 45 is formed from the triad of F§ Minor ; the harmonic tones being 
F$, A, Cjjl, and the accessory G$, B$, and E$. The notation conforms to the principle explained in § 73, p. 86. Fig. 38 ex- 
hibits this passage divested of its accessory tones. 



Figure 38. 




2 



The Left hand over the Right. 



No. 45 



W. M. 



Sva« 



4 # 



S7S 



W* * II 



I 



J 



2 1 



No. 46 is composed of the triad of T)\> Major ; the harmonic tones being D{?, F, A?, and the accessory Gi? and Bh 



The Left hand over the Eight. 



No. 46. 



Sva* 



X 1^+ 



W. M. 



i 4 i h 



Sva 



i 



Ped. % Ped. * 



7 r «y 



am. 



I 



4 
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No. 47 is composed of the dominant seventh chord, in the key of B>; the harmonic tones being F, A, C, Efr, and 
the accessory GK AK and Etj. 

No. 47. ' 

The Left hand over the Right 



W. M. 



8va< 




cres. 



Fed. 



x 

4 



8va* 



H — | h 



H 1 h 



H 1 h 



gli 



s=fed n i rip mm j . 



si"'-.: 



Ped. # 



it 



Hi 



^ dim. 



No. 48 is formed from the dominant seventh chord in E>; the harmonic tones being Bb, D, F, Ah and the accessory 
Afa, Ch 0^ C#, D. 

No. 48. 

The Left hand over the Right in ascending, and under it in descending. E. haberbier From Opu* l. 



8va 



Cadenza, 



1 . 2 
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No. 49 is composed of the dominant seventh chord in F ; the harmonic tones being C, E, G, BK and the accessory 
Bjf, Di>, EK The descending portion of this passage is slightly complicated by double tones, occasionally occurring, all 
of which are harmonic. x 



The Left hand over the Right. 



No. 49. 



W. M. 



8va~ 



§ 



i v X 



3Pq==5 



2Z3_ 



-#e#-p- 



3 2 1 



Ped. 



ff 



X 
4 



8va 



i 



r 



i i i i 



>v yjs. r\ /js. /-\ yjs. yfv s+. /v /N 



«3T 

—+-5 



H 1- 



>Jz*z 



0 -1- 



dim. 



t^— f-.Mil 



s 



it 



1 



-I — I- 



Si 



ii 1 



* 



i 



& 



P«JJ * 



All the foregoing modern passages are modified arpeggios. 

No. 50, after a trill upon I., proceeds with the scale of G Major. The arpeggio that follows is the triad of G Major, 
modified by the accessory tones, E, C$, FjJ, and Ajj. 

No. 50. 

The Left hand over the Right in ascending, and under it in' descending. E. h abekbier. Fro m Opus l. 

quasi glissando. x ill 2 2 l 



i 



M.D. 



I 



x 



-i — i — h 



-i — i — h 



H — I — h 
H i h 



-+- #- 



1 g - 



4— h 



■4H- 



H — ( — f— 



volante. 



8ra^ 



! ! I 




1 



M.G. 

f tr V 



1 HJ- 




The next passage introduces the chromatic scale, and, after it, the triad of F# Minor, with D and B# as accessory 



tones. 



The Left hand over the Right. 



No. 51. 



E. HABERBIER From Opus 5. 



quasi glissando 




8va<# 



I 3 



i i — i — i — i — i — — — 



4 , 




as 



4 3 

*-»-r-t 




8va* 



A 4- 



H — h 



H ^ 



m 



Ped. * Ped. * 



1 T 1 



— I <— H 



■I f-i rr 



140 



MASON AND HOADLY'S METHOD FOR THE PIANO FORTE. 



The following example is formed from the diminished seventh chord, Ejj, G, Bb, and Db, with Ajj, Afr, 0, F, and 
Ftt as accessory tones. 

No. 52. 



The Left hand over the Right in ascending, and under it in descending. 



E. HABERBIER. From Opus 1. 



i 



4 3 



H h- 

-I h 



H 1- 



-H — h 



y e rnarcato. 



He 



Ped. accelerando motto. 



8va^ 



H 



i 



-i — 



-i K- 



5* 



/// 



<?07i prestezza possibile. 



s 



ritenuto. 



i 



Perf. * Ped. * 



as 



The first part of No. 53 is composed of two distinct harmonies ; the triad of F Major being principal, and successive 
tones of that of Gi^ Minor being accessory. The last part is the dominant seventh chord in Bfr, with G and Ejj as 
accessory tones. 

No. 53. 

The Left hand over the Right in ascending, and under it in descending. 



W. M. From Opus 11. 



* 



i 



■a 



i g 



i — r 



X - 

41 



3 
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8Ya« 



i 



-* i-Ej5 



3EI 



33 



1 



Si 



x i 1 

J 2 1 



1 



No. 54 also contains two distinct harmonies ; the G Major triad being principal, and the F$ Major triad, accessory. 
This is clearly exhibited in the closing measures, but is less perceptible in those composed of thirds. 



The Left hand over the Right 



No. 54. 



W. M. 



1 



* 



ft: 



3 



f 



9 3 

-2 t 



PES 



5E 



:p= # : 



, 



molto 



cres - cen 



do. 



3 



i 



i: 



8 



9 3 

X 1 



8 



X 



— h 



:t: 



4 



sempre ff e brillante. 
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The following example is composed of the scale of C, in alternate thirds and sixths, and the scale of B, in 
thirds. 

No. 55. 

The Left Hand over ih& Right 




ANDANTE. 

Directions. — There are several Turns and Trills in this piece, indicated simply by signs. Those that require 
explanation are written in full in Figure 39. The numbers under the staff correspond to those of the measures. 



Figure 39. 




18 



521 



S 



23 



H 1- 



. H 1 1 h 



31 



46 



This whole piece demands the most patient and attentive study. It is a charming composition, and if played artis- 
tically, gives great delight to hearers who have sufficient culture to understand and appreciate its beauties. It would 
be better never to attempt its performance, than to neglect the legato and staccato , the long tones, or the delicate sha- 
dings of dynamic expression. Repeat the first twenty-two measures, and then, omitting thirty-two measures, pass to 
the fifty-fourth, and close. 
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ANDANTE. 





144 



MASON AND HOADLFS METHOD FOR THE PIANO EORTE. 



g 2 3 X 3 x 




\^\f */-|_y . 4 L^ 1 — t z-L > 



4 

2 2 

* * ft 





-#^-H 1 1 1 I ! I x Pg 




3 4 



8 3J 



3 2 1X12 3 



2 1 




i x * ^ 5 * V • 




7 ~' . ■ . * — • • • T T" 



PRACTICAL DEPARTMENT — EXERCISES, RECREATIONS, AND PIECES. 



145 



321 
X„X 1 
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Pi 
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dim. molto. 



r 
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ACCENTUAL TREATMENT OF EXERCISES. 



INTRODUCTION. 



§ 79. The Importance of Accentuation. — Music consists, not alone in certain successions of tones, but in such 
a mode of producing them as is pleasing, interesting, and attractive. Audible reading, that lacks emphasis and pauses, 
is monotonous, unintelligible, and therefore tedious : so music that is destitute of accent, and of light and shade, attracts 
no attention, and produces no pleasing effect. There are persons who play the Piano-forte in a manner so enthusiastic, 
and so full of magnetism, that their music appeals directly and powerfully to those who hear it, creating intense delight. 
Others may play the same composition upon the same instrument, with as great, or even greater mechanical accuracy, 
and yet fail utterly to interest their hearers, or to awaken any emotion. Making all due allowance for individual pecu- 
liarities of touch, it is found that those who accent well are successful performers : they thus light up, and inspire their 
music ; while those who neglect accent are unsuccessful. It is, therefore, of the highest importance to acquire early the 
finger-power of accenting strongly those tones, which, for the sake of musical effect, should receive special stress. An- 
other equally important reason for the practice of accentuation is, that by it, the strength of the fingers is most effect- 
ually equalized and increased. All the muscles and tendons of the hand and fingers need training and development ; 
and, in order to that, they must be used with frequency and vigor. The mode of using accents shown in this work, 
has never before been published ; but it has been thoroughly tested in private teaching, and has proved itself the most 
valuable training yet devised. By its aid, indispensable exercises are rendered less tedious ; pupils are able to play with- 
out depending upon written music — a great advantage in air finger-training — are beguiled into an amount of practice 
that ordinarily they will not bestow, and are able to compose new exercises, and thus add to practice some, at least, of 
the interest and pleasure of improvisation. Each finger is required to give sudden and strong accents, and every possi- 
ble mode of succession is employed. These exercises have a most admirable disciplinary power, securing concentration 
of mind, and overcoming the tendency that many have, to stumble and fail after playing well for some time. They also 
aid greatly in acquiring celerity of execution. In addition to these great advantages, this use of accent furnishes most 
valuable assistance in overcoming all kinds of Rhythmic difficulties, and gives learners practical training in keeping 
strict time, and in Phrasing. The benefit resulting from the practice of Five-finger Exercises — so universally and 
so wisely recommended by the old masters of Piano-forte playing, Clementi, Tomascheck, Hummel,* Schmidt, and many 
others, and by later writers, better known in this countny, Czerny, Herz, Bertini, and Hunten, — of Scales, Arpeggios, 
and, in fact, all passages of whatever sort, when considered as exercises, by this accentual treatment, is made complete. 
Accentuation exhausts the capabilities of exercises. 

§ 80. The Principles Involved are these: — 1. That every succession of equal tones may be varied by intro- 
ducing strongly marked accents with regular recurrence — one for every four tones, or some multiple of four, as eight, 
twelve, sixteen, &c, or one for every three tones, or some multiple of three, as six, nine, twelve, eighteen, &c. 2. That 
when a succession, so accented, is employed as an exercise, it may be varied still further by throwing the stress upon 
different tones — beginning to accent upon the second, third, fourth, or any other tone of the series, thus giving it a new 
interest, and increasing its value as an exercise. 3. That such successions, when continuously repeated within certain 
limits, until the accent recurs to the same tone and part of the measure with which it commenced, form, in some cases, 
very long exercises, which are interesting to the end, and are therefore of priceless value in training the hands. Exer- 
cises, applying these principles to each of the three great classes of passages described in §186, p. 234, have been composed 
for this work. The accented tones are indicated by large notes marked with double sforzando, thus : (^) that they may 
readily be seen. 



JB. 
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§ 81. Suggestions to Teachers. — Teachers are urged to give the subject of accentuation close and thorough 
attention, and to test the exercises in precise accordance with the directions given. The result will fully justify all that 
has been said in their favor. As far as possible, they should be described orally to the pupil, so much information only 
being given at each lesson, and such exercises, or parts of exercises, as may be needed at the time. The easier ones of 
each class should be first selected, and the difficulties gradually increased as the pupil acquires skill and can overcome 
them. The less frequent accents, — more perplexing and difficult than the more frequent, — should be reserved until 
command has been acquired over the latter. They are introduced together to show the development which characterizes 
these exercises. The diversity among learners is so great, that no definite rules for selection can be given ; yet it may 
be said, in general, that the easier exercises of the first class should be used, while that portion of the book which pre- 
cedes § 36 is being learned ; then the easier exercises upon the chromatic and diatonic scales and broken chords should 
follow ; later, the arpeggios should receive attention, and finally, in connection with the more difficult pieces, all the 
exercises having occasional accents should be thoroughly practiced at the highest speed. The accented tones should be 
struck with all the force that can be given by the fingers alone. Great caution, however, must be used in beginning 
this practice ; for, if the force is obtained by stiffening the fingers and lifting the hand and arm, it will be worse than 
useless. Only so much power may be employed as is consistent with flexibility and suppleness ; and in order to allow 
moderate accents to be heard in contrast with other tones, all those that are unaccented must be soft Strength will gradually 
increase, and with it, power of tone. All the tones, whether accented or not, must also be legato. Learners are very 
likely, in playing rapidly, with occasional accents, to disconnect the tone preceding each accent, and to raise the hand 
and arm to increase the force. They are also liable to strike, with undue force, several tones in the vicinity of each 
accent. 

The pupil should count distinctly ; at first, with every tone, then with every accent only ; and when the occa- 
sional accents are employed, with every rhythmic group ; the first count being always simultaneous with the first accent. All 
the exercises upon scales, .broken chords, and arpeggios must be thoroughly learned. Merely playing them over a few 
times with the aid of notes amounts to very little in advancing real musical education. When the pupil plays them 
before the teacher, to show the result of previous practice, the book should be closed ; both teacher and pupil depending 
entirely upon the memory. 



ACCENT EXERCISES UPON FIVE TONES. 

Directions. — Practice, at first, with each hand separately. Make all the tones perfectly distinct, legato, and equal 
in time. Particular care is necessary that the tone which precedes each accent should be legato. 

*. . 

No. 56. 

Accent of Fours. — Count four, one for each tone, and accent with finger and voice the first part of each measure. 

Accent upon the first tone. Upon the second tone. Upon the third tone. Upon the fo.urth tone. Upon the fifth tone. 



















-*-<ji 'j — lj-iii 
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No. 57. 

Accent of Fours, — Count four, one for each group of sixteenth notes, and accent the first tone of each group. 

Accent upon the first tone, m Accent upon the second tone. Accent upon the third tone. 




Accent upon the fourth tone. 



Accent upon the fifth tone. 



-i—0—i- 



H - H 




No. 58. 

Accent of Eights. — Count four, one for each group of sixteenth notes, but omit the accent upon the second and 
fourth groups. 



Accent upon the first tone. 



Accent upon tlie second- tone. 



Accent upon the third tone. 






PRACTICAL DEPARTMENT — ACCENTUAL TREATMENT OF EXERCISES. 



149 



No.' 59. 

Accent of Sixteens. — Count four, one for each group of sixteenth notes, but omit the accent upon the second, 
third and fourth groups. Place the accent also upon the other tones. 




->—t-<>- 



m 



■4—*- 



-&c— 



H h 



No/ 60. 

Accent of Twelves. — Count three, one for each group of sixteenth notes, and accent the first tone of the first 
group. Place the accent also upon the other tones. 




i 1 i I i i i h - 



No. 61. 

Accent of Twenty-fours. — Count six, one for each group of sixteenth notes, and accent the first tone of the first 
group. Place the accent also upon the other tones. 




No. 62. 

Accent of Threes. — Count three, one for each tone, and accent with voice and finger the first part of each 
measure. Begin the accentuation also upon the third, fourth, and fifth tones. 

First accent upon the first tone. First accent upon the second tone. 



m-4-4 — l_j Li. 



i^- H— I — m^ i H-j- 



§3 



-0-f-t- 



■0 *H 



Hi 



rff—0- 



0+»- 



No. 63. 

Accent of Threes.* — Count six, at first, one for each tone. Then, count two, one for each group of eighth notes, 
and accent the first tone of every group. The Left hand is to play an octave lower than the Right, reading from the 
same notes. Place the accent also upon the other tones. 



RIGHT. 



LEFT.. 



-r±t 



to 



ZZ3I 



5f 



IPS 
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No. 64 

Accent of Sixes. — Count two, one for every group of eighth notes, but omit the accent upon the second group. 
Accent also the other tones. 



fin 



~±±± 



i * i 1 1- 



LM 4 • 



-M- 

-ir*- 



■ 1 I 1 ! ! 



H — I I I I m-* Jil l 



*-iH-^- 



No. 65. 

Accent of Nines. — Count three, one for every group, and accent the first tone of the first group. 



3S 



i 



5— d— <— 4-4 



z t-*-i- 



~t-i-±—t-4- 



i 



5 



i 



4—f- 



H H 



No. 66. 

Accent of Twelves — Count four, one for each group of eighth notes, and accent the first tone of the first group. 
There should be a decided difference between this Accent of Twelves, which is composed of four groups of three tones 
each, and that of No. 60, which is formed of three groups of four tones each. Besides the strong accent which is 
marked (^l) there should be a slight accent, sufficient to indicate the grouping to the ear, upon the first tone of every 
group. Place the accent also upon the third tone. 



-4-H- 



t±±±± 



~j 4 J 1 \ \ \ 



H — I- 



-1 — I — I — ^~t~M — I — I — I — I — I J • ~A — I — I — I 1 — I — ~ 



-h-h 



\ — \—f-4~} — I — I — h 



J J 4— ^—4—1 1 — I - 



No. 67. 

Accent of Eighteens. Triplets. — Count six, one for every triplet of sixteenths, and accent the first tone in each 
measure. Place the accent also upon the other tones. 

3 3 3 3 3 3 




3 3 3 3 3 3 



No. 68. 

Accent of Eighteens. Sextolets. — Count three, one for every sextolet, and accent the first tone of each measure.* 

^ 3 ^3 

If it is difficult to do so without producing the effect of two triplets, thus : f f f f f f count nine, at first, as follows : 



Place the accent also upon the other tones. 

I,J -j iflLU - i U I j I HT 



123 456 789 

6 6 6 
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The principles of § 80 are still further illustrated in No. 69, which shows one of the many ways in which any five- 
finger exercise may be expanded, made interesting and much more useful, by accentual treatment. 



Parallel Motion. 



COMMON FORMS. 



4 r 



1 H 



H 1 h 



■ I ! t- 




Accent of Nines. Parallel Motion. — Count three. 

R. H. >— Si 



No. 69. 











\) } LL-U i i 1 i 1 













sit 



^ i r 

57" 



H — h- 



-M- 



Z—p. 



■I — I ( — I — f» 



I — I h 



-i — f- — h 



-0-4-4- 



H h 



-M— * — M 



i 



i f I - 



i — i — F 1 — P—f~ 

Contrary Motion. 

" # J I 1 i j ~ i ! *~ 



•P-H 1 1 1 f- 



f — f — I — i — j — I F— i — — p-h — i — i — i — r 



4 — h— f 



H — h- 



H (- 



J4 



1 — h- 



444-m 



H 1 I— 



-#H f- 1 1 f t—r-p- 



± -P- 



-+-4 



r i r 



_i — h 



i— p- 



■I H 



i 



J 1 i 1 1— ^ 1 4—4 1 h 



\ — h 



H 1 (- 



i — t-*- 



~a — ar 



-f — l — F— i — T-h-r 



, , ft T-r?+ 



-p—\ — F 1 — I — P- 



-i — h 



H h 



ACCENT EXERCISES UPON TWO TONES. 



No. TO. 

Accent of Fours. — Count four, one for each group of sixteenth notes, and accent the first tone of every group. 
Practice also with Accent of Eights, by omitting the accent upon the second and fourth groups in every measure, and 
with Accent of Sixteens, by omitting the accent upon the second, third, and fourth groups. Repeat many times. 

Accent upon the lower tones. 

RIGHT. X 1 X 1 



12 12 




LEFT. 



4 3 4 3: 



-I — h-f-H — I — I — I — j — i M l h- t-H- 2 - 

I EST SET ES 




2 12 1 



3 4 3 4 




f X 0 1 p 0 p 0 p p_* 

* V -0 I f I 0 \ P I 0-\ P 1 #1 0 I 

Ll 1 1 , 1 1 1 , 1 ! 1 1 1 




M i l — h- f-f 



1 X 1 X 



4 2 4 2 



3 13 1 
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2 4 2 4 




Accent upon the higher tones. 



1 X 1 X- 




-4* 



m 



i —md i in i rn i i ' i 



2 X 2 X 





2 3 2 3 



4 2 4 2: 



i 




12 12 



-6— 



X 1 X 1 



X 2 X 2 



St 




-m p 0 , 0 p.. 




H- 



M- 



1 — ' — ! — f— i — ' — I — p — I — f- 



1 3 



2 4 



Practice the following Accents of Twelves, Twenty-fours, Threes, &c, Nos. 71 to 79 inclusive, upon A and B, 
B and 0, C and D, &c, like No. 70, to give all the fingers equal discipline. 



Accent of Twelves. — Count three. 



No. 71. 




1111 



nn 



• — f — *- 



-f — F — f — f — f— h— f~ 



-I h- 



H h 



Accent of Twenty-fours. — Count six. 



No. 72. 




No. 73. 

Accent of Threes. — Count two, one for every group of eighth notes. Omit the accent upon the second group in 
each measure to produce Accent of Sixes. 

! -N 



- d 1 1 



-• i 7 X 7 



I I I 1 h- 



No. 74. 

Accent of Nines. — Count three. 



No. 75. 

Accent op Twelves. — Count four. 



§ 



^— -g— V • 4 ' 4 - 



z * J i J J J_£ ±±l 



No. 76. 

Accent of Eighteens. Triplets. — Count six. 



No. 77. 

Accent of Twenty-fours. — Count eight. 




No. 78. No. 79. 

Accent of Eighteens. Sextolets. — Count three. (See No. 68.) Accent of Twenty-fours. — Count four. 



%J AAA — _ * -ZZ A A A « 



=1 
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ACCENT EXERCISES UPON THREE TONES. 

No. 80. 



Accent of Fours. — Count one for each group. 



Accent upon the first tone. 
R.H. X12 1X121 X 



Accent upon the second tone. 
121X 121X 



iLh. 4 3 2 3 4 3 2 3 4 > 3 2 3 4 3 2 3 4 > 



Accent upon the third tone. 
21X1 21X1 




2343 2343 



Accent of Eights. 
x 1 2 i x 



No. 8.1. 



Accent of Sixteens. 



No. 82. 




No. 83. 



Accent of Twelves. 



No. 84. 

Accent of Twenty-fours. 







v f"T^ i i i i ! i i i i 1 1 i i 1 — i i i t 








|-J J * J JnH J J J * J t J ' J J J- * J J J * J • 





Commence also with the other tones when applying accents of eights, twelves, sixteeens and twenty-fours. 

No. 85. 

Accent of Threes. — Count one for each group. 




Accent of Sixes. 



No. 86. 



Accent of Nines. 



No. 87. 









» ' J j 


H-« j j J r 





No. 88. 



Accent of Twelves 



No. 89. 

Accent of Eighteens. — Accent also other tones. 




ffi: 




-*-t±±±t 



The following are the first measures of other three-toned exercises, to be completed by the pupil. 

No. 90, No. 91. 




2 3 4 3 



3 2 12 



2 1X1 



No. 93 



No. 94. 




4232 



2 XIX 
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ACCENT EXERCISES UPON FOUR TONES. 

No. 95. 

Accent of Fours. 

Accent upon the first tone. Upon the second tone. Upon the third tone. Upon the fourth tone. 

,2 3 



No. 96. 

Accent of Twelves. 

Accent also the second, third, and fourth tones. 



No. 97. 



Accent of Twenty-fours. 




Accent of Threes. 



No. 98. 



Accent of Sixes. 



No. 99. 









rffH^ 


r' ' ' J J-- 




i-ITI m 








> 

















Accent of Nines. 



No. 100. 



Accent of Eighteens. 



No. 101. 




53 



The following are the first measures of other four-toned exercises to be completed by the pupil. 

No. 102. No. 103. No. 104. 




-i — l 1 1 f . — M-f-i — f-f- 
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ACCENT EXERCISES, WITH ONE KEY HELD BY EACH HAND. 

No. 105. 

Directions. — The keys to be held should, in every instance, be struck before the others, as indicated in the first 
measure, and be kept down while the accompanying sixteenths are many times repeated. All the exercises should be 
varied by accentuation ; the first is written eight times to illustrate this mode of playing them. Use the hands separately 
at first. Be sure to maintain flexibility, and to do precisely what should be done. Without very close watching, some 
keys that should be allowed to rise will be held, and others, that should be held, will come up. Move the fingers 
slowly. Eapidity, at first, entirely destroys the usefulness of this kind of exercises. It is not expedient to try to 
overcome the difficulties of all these exercises at once. A few moments of well directed practice every day will conquer 
them in time. 



Accent on the first tone. 



Accent on the second. 



On the third. 



On the fourth. 



On tlie fifth. 



On the sixth. 



On the seventh. 



On the eighth. 




f 



±3 



■i-i 



4 h 



-(22= 
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The foregoing Accent Exercises should now be transposed into various other keys. This, in some cases, will require 
both thumb and fifth finger to be placed upon black keys, and will bring other fingers into awkward positions. Figure 
40 shows the points touched by thumb and fingers of a hand of medium size, when playing in the key of Dk The hand 
of the pupil should be placed upon the paper, and made flat across the knuckle joints. Then, as the fingers are brought 
to the places indicated, the correct position for each one will be apparent. 



Figure 40* 
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ACCENT EXERCISES UPON THE CHROMATIC SCALE. 

Directions The following exercises should be practiced with both hands together, the Left playing an octave 

lower than the written notes. The fingering should everywhere conform to the principles of § 189, 1, p. 234, and the 
accentuation to those of § 80, p. 146. It will not be difficult to commit to memory the various exercises that are writ- 
ten in full and to supply the unwritten portions of the others. They should all be practiced to the end. 

No. 106. 

Accent of Fours. — Count three, and give the rests their full time. These passages commence with successive 
tones of the Diatonic Scale of C, ascend or descend an octave, and return. 
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No. 107. 

Accent of Sixes. — Count two, and play the following as written, with two sextolets in each measure, and also as 
if written with four triplets, thus : 




This exercise differs from the preceding in accent only. 



R, H. 



1 2X2X1 2X2X2X 



1X2X2X 2 1X2X 2 



s 



X 2X1 



Tff>?a^ ax ai x x_i ax sx r 2W2^ -#- x^aix 



1 A . 



I«. H. 



H I— I- 



:&c. 



No. 108. 

Accent op Fours. — In the first half of this exercise, each passage closes on the next key but one to the right of 
that with which it began ; the next passage commencing with the same key. In the last half of the exercise, each pas- 
sage closes on the next key but one to the left ; the next passage commencing with the same key. 
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m 



MM i ! i ! P ' T rEH-rft-p-fgf-f-i- tfi ! Tl i ! H-h-H- 



-i — i — i- 



3=# 



ca± i_L u s^a 

I 1 1 — M y -I — I — a 



t • 



No. 109. 

Accent op Sixes. — This exercise differs from the preceding in accent only. 



"* H " x" 2 X 2 X 1 iTx 2 X 2 X 1 X 2X gX 2 1X 2X 2 =~ ^ _ ^ j _ I I | — - 

*\~+$+Z T 1 X 2 X 2X21 X12X 2X T[ 2\/o^&- f fT 
Li H. ^ IT g X 2 A X Tl 2 



No. 110. 

Accent of Fours. — A continuous exercise upon the plan of the preceding — the long tones and rests being omitted. 

X 2 2 



R.H. 12X 2 XI 2X 2X2X 1X2X 2X21 X 2 X 2 X pB-r-Bp ^^^ ^ 

TfL X tf 2 1X2X2X21 XI 2X2X2X1 2xL X TF 21X 2X2X21 

ii.H. * J >- ^ ET~ ^~ >r 



4- 



X 2 




*3P 



X 



H 1 1 1 I I . I \ 



X 




T li , k x, , i 2 x, At 2 *f- I>» i 
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No. 111. 

Accent of Sixes. — This exercise differs from the preceding in accent only. 
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f-n— I — 



H — h- 



I ■ I I 



H — M- 



4fc 



x 



-i i 



1 



H h 



The artistic performance of a long and difficult composition can be attained by those only who* possess or acquire 
the power of concentrating the entire force of the mind upon it, not only in single passages, but throughout the whole. 
Exercises which can not be played rapidly without great concentration are therefore of the highest value in the training 
of learners. Such are the following exercises upon the chromatic scale, and many of those upon the diatonic scale which 
ensue. They should be practiced, at first, slowly, to ensure accuracy, and then perseveringly, until they can be played 
very rapidly, with each accent clearly and distinctly given by both hands, and without a mistake. No one. need be 
discouraged if many trials be unsuccessful. 

No. 112. 

Accent of Nines. — This exercise differs from the preceding in accent and in length. It ascends to c three times. 
(See § 80, 3.) 



x Jf 9 2 



§=gpi§iiiilg^ 




x ^ 


X 


X 


i 


2 




2 




1 

- u , » it r 'ftr f f 




2 
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-fl a— 


f $ h 


X 


: x" 






2 




^0 




[.... 


±2=1 


1 






i 




— hH 



. U — 








2 


X 






f£3 










2 


X 1 


2 





Fffcf 























2^» 


1 











r*" — : 1 


^ 2 






X 










1 
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1 2 | . 

1- 1 -i . [^^1-+^+ ! u 1 . tjf— r-zfczd 






X 


X 1 




a - 




X 



No. 113. 



Accent of Nines.— The following are the first two of a series of passages commencing upon successive tones of 
the diatonic scale of C ; each requiring the hands to pass three times through the compass of one octave. 
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No. 114. 

Accent of Sixes. — In the first part of this exercise the hands play thirteen keys towards, and twelve keys from 
each other in every passage. In the last part, beginning with the twenty-second measure, they play twelve keys 
towards, and thirteen from each other. Play also with Accent of Fours. 



X , 2 



X , 2 X . 2 



1 2 X 2 X 



X u 2 X 
t- 



rr r r r-p- 
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22 



j ! ! I 



H — hrH- 



-H — i — h 



*4 



raw 



— Hri — h -1 — i- 



H 1 i h 



z — ~* ) r ™ ' ■ ! ! I FT — ! 1 i r I — 



. m c h-nH — 



2* 



i — h 



H 1 H 



H 1 h 



+9* i ' V 




3F# 



9± 
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No. 115. 

Accent of Fours. — A continuous exercise upon the plan of the preceding, — the long tones and rests being 
omitted. 
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m 



53^ 



-f—r 



tin 



^-^•-nHij-H— 



"mi 



No. 116. 

Accent of Sixes. — This exercise differs from the preceding in accent only. 



■i — i — i — +- 



-^v — i — i — I — r 
-2-H i 1— f 

-m — i — i — -i — v 



4 it - ' I I ' I 1 J J 1 L-J Ul 1 1 1 1 1 1 1 h- 



tot 



H 1 1 1 1 1 h 



etc. 



No. Ill 

Accent of Nines. — This exercise is No. 112, arranged in contrary motion. (See page 161.) 




£ fit *V , k 

-I 4-H — h-H — M^F— 



etc. 



'PS 



H — I — hr+ 



r 
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ACCENT EXEECISES UPON DIATONIC SCALES. 

Directions. — Before applying accentuation to the diatonic scales, the pupil should be very sure in regard to the 
fingering ; otherwise the tendency to use the stronger fingers, where stress is needed, will constantly cause errors in 
their succession. It should be remembered that all scale passages, however the tones may be combined or arranged, if 
one only is played by each hand, are fingered like the simplest scale in the same key. (See§ 25, p. 20, §189, 2, p. 234.) Each 
mode of accenting should be practiced continuously up and down the scale until the accent falls again upon the same 
tone and part of the measure with which the exercise commenced. This, for some modes of accenting, will require 
many repetitions, as will be explained with the exercises ; for this reason they are especially valuable, as they furnish 
a most excellent discipline fof both the mind and fingers of the pupil. When they can be played rapidly, in all the 
keys, without hesitation, without incorrect tones or fingering, and with each accent clearly and roundly brought out, real and 
commendable proficiency in the Art of Playing the Piano-forte will have been made, and the pupil will have great reason 
for satisfaction. Remember that all the unaccented tones should be light and soft. 

COMPASS OF ONE OCTAVE. PARALLEL MOTION. 

No. 118. 

Accent of Fours. — Count four, and accent the first tone of each group. The hands ascend and descend eight 
times. 




^jr-jL^Q ^pz j j j I j I i -f--H— H — ■ ^^^rfT^^^^^^ \ ^ ^2~' 




No. 119. 

Accent of Eights. — This exercise is the same as the preceding, except that, in every measure, the accent is 
omitted upon the second and fourth groups. 
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No. 120. 

Accent of Sixteens.— This exercise also is the same as No. 118, except that, in every measure, the accent is omitted 
upon the second.third and fourth groups. 




Close each of the following exercises with a short, crisp touch, and wait the exact time of the rests before repeating it. 

No. 121. 

Accent of Threes. — Count two, accenting the first tone of every group. The hands ascend and descend three times. 



— -h t±± 



No 122. 

Accent of Sixes. — This exercise differs from the preceding only in the omission of the accent upon the second 
group in each measure. 



H — — F 



JJ_ jL 1 I 



■t-r- 



3E 



-p-f- 



-m—F-f- 



\ — Y-t — f- 



HI 



si 



3=t 



Accent of Nines. Triplets.- 
ascend and descend nine times. 



No. 123. 

-Count three, and omit the accent upon the second and third groups. The hands 



3 3 > 
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Accent of Threes. 



COMPASS OF ONE OCTAVE. CONTRARY MOTION. 

No. 124. 




§6 



-0-t- 



sat 



h — ^ 



i 



Accent of Sixes 
.a. 

t 



No. 125. 



- p r i ! — (— i — i r i #■ 



p-p- 



0* 



-t—p—M-* 



Apply also the Accent of Fours, Eights, Nines, and Sixteens to the compass of one octave, contrary motion. 
All the foregoing scales, Nos. 118 to 125 inclusive, may be varied by placing the first accent upon the second, third, 
fourth, or any other tone except the first. 

COMPASS OF TWO OCTAVES. 
No. 126. 

Accent of Fours. — Count four, accenting the first tone of every group. The hands ascend and descend four times. 






- 0 - 


1 7M 


:dH-H~~ i=H-ti^- # - ■ 


^ JiiiJJ I | 


• 






1 1 11 


H-f-f- 

1 — I 

! 1 


• * 

—Ft- 




1 — 


1 — j— 


=t±#Ff-rr 


• 

ir— L 


Jiii || 














— ! ? ! 


— ! Mi! ! ! 1 * - 
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No. 127. 

Accent of Eights. — This exercise is the same as No. 126, except that the accent is omitted upon the second and 
fourth groups. 




No. 128. 

Accent op Sixteens. — This exercise also is the same as No. 126, except that the accent is omitted upon the second, 
third, and fourth groups. 




No. 129. 

Accent of Threes. — In this exercise the measures consist of two groups of three tones each. Count two, and 
accent the first tone of each group. The hands ascend and descend three times. 



PI 



rTi J1JJJTJH 



r-a-^-^ ♦ - 



f-f-f-# 



ST 



etc. 



-!— t-M- 



*-4-+- 



4— t- 



etc. 



No. 130. 

Accent of Sixes. — This exercise differs from No. 129 only in the omission of the accent upon the second group. 

No. 131. 

Accent of Nines. — These measures consist of three groups. Count three, and omit the accent upon the second 
and third groups. The hands ascend and descend nine times. 

~A A 1 



-t-+-t- 



P— 1~ t~rb 



\ 1 — i 



I 



etc. 



p r r i 



tri l l 



i — I — y* 



Nos. 126 to 131, inclusive, should also be practiced in contrary motion, and with the accent upon other tones. 
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COMPASS OF THREE OCTAVES. PARALLEL MOTION. 

No. 132. 

Accent of Threes. — Count two. The hands ascend and descend once. 



§5 



rn 



■ir*- 



<1 



J. ! i 



its: 



Accent of Sixes. 



to 



±4 



No. 133. 



-i-l-L-Cft. 



tcr 



r *- r — 



No. 134. 

Accent of Nines. — Count three. The hands ascend and descend three times. 



i 



43 



m 



H — H 



— 



si 



N 1 I | -f-E- 




R-4 



BE 



*-iH»- 



l \JJ ^ 



-r-f-H' 



i 



? d I L 



J I L I 



=FFPtote^# j 



J5 



J7] , !h <i fTU± 

• « i i i i i d • 



■ gj ^ 



■ — « y r i i 




Very long and useful exercises may be produced by playing in 4-4 time, through the compass of three octaves, 
with Accent of Fours, Eights, and Sixteens. The hands will ascend and descend eight times. 
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COMPASS OF POUR OCTAVES. PARALLEL MOTION. 

No. 135. 

The following exercise, though printed without accents, should be accented by the learner, thus: with Accent op 
Fours, by accenting the first tone of each group ; with Accent of Eights, by omitting, in every measure, the accent upon 
the second and fourth groups ; and with Accent of Sixteens, by omitting it upon the second, third, and fourth groups. 
Count four. The hands ascend and descend twice. 



8ra 




In the following exercise, the measures consist of six groups of four tones each, and may be played with Accent op 
Fours, by accenting the first tone of each group ; with Accent of Twelves, by omitting, in every measure, the accent 
upon the second, third, fifth, and sixth groups ; and with Accent of Twenty-fours, by accenting only the first 'tone of 
each measure. 

No. 136. 



Accent of Twenty-fours. Count six. The hands ascend and descend three times. 
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COMPASS OF FOUR OCTAVES. PARALLEL MOTION. 



No. 137. 

Accent of Nines. Triplets. — Count three. The hands ascend and descend nin£ times. 

Sva* 




3ZZgS-TR : ^ =r: F— — r* — -ri-hp, « ^^^ 

±^ ^^ L = 1= — r^-^ ^ T b^rx:^ 






II I J-*- 



. » . » . 




I — : r-W- 11 ^^- 



7^ r 




8ya 



t 




rru± 



TTTT 



am 




1 1 1 , * * 



t T 



Tt 



1 1 f 1 - 



^. JV\ h i ffi 

£fe * * J — 1 i I j 



ft 



car ^ 




rr 



1 1 -i- 



4+ 



r-f-s t*- r I 
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No. 138. 

Accent op Eighteens.— This exercise differs from the preceding only in the omission of alternate bars and 
accents. The measures are composed of six groups of three tones each. Count six. 




V- 41 m m £j m , ^^7^ 

if- r -i^- ^ =F r~ r r r r r ^==+ 'tt ^f 
ti i ff i r m r r r f- bb4 i rr 



rBrta nj m LU f iu 




etc. 



In the following exercises, Nos. 139 to 146 inclusive, contrary and parallel motions, are constantly succeeding each 
other; the arrangement being dependent upon the fact that one hand may go through a certain compass, — say two or 
four octaves, — while the other hand plays through half as great a compass twice in the same time. 

CONTRARY AND PARALLEL MOTIONS COMBINED. OCTAVES, THIRDS AND SIXTHS. (1 > 

No. 139. 

Octaves. — The Right hand first passes through two octaves ; then twice through one octave. The Left hand first 
passes twice through one octave ; then once through two octaves. 




I II 



7 

No. 140. 

Thirds. — The Right hand commences on III, and the Left on I, of the scale. The Left may also play an octave 
lower, producing tenths instead of thirds. 




No. 141. 

Sixths. — An inversion of the preceding exercise. The Right hand commences on I, and the Left on III, of the scale. 




d) See n>«ntrr YTT, Theoretical Department, p. 228. 
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No. 142. 

Accent of Sixteens. Thirds. — The Right hand first passes through four octaves ; then twice through two octaves. 
The Left hand first passes twice through two octaves ; then once through four octaves. 



1X321X21X321X 



8w 




432TX2 1X 



8va* 



Sva* 




im hi TO-fm tjjiiirj rm rtn rn rrp-Hi nn ± 

f r f — H" lit i j— j— — j j i j ! i i i " v 1 f f f , 




No. 143. 

Accent of Sixteens. Sixths. — An inversion of the preceding exercise. 




21X21X321X 
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No. 144. 

Accent of Nines. Octaves — The Right hand first passes through four octaves ; then twice through two octaves." 
The Left hand first passes twice through two octaves ; then once through four octaves. This use of the hands is 
repeated four and one half times before the accent returns to the starting point. 



















) i-P-l " 




-J— +4 










f 0 ~ 

1 — ^^hi^f~^7 — 









8t»* 



8va* 



8va- 



< —J-p—t-t-i 9 f 0 - 

: — m — * — f~ — I — I * I 0- t I I 1 f f m ±Z H — hf-m \ 




mix 




FF 



8Ya* 





fcfafct 



T fr-nr rfT 



8va^ 



8v»* 




THS^ ffl T TO Ji] rn m , fin ni g, jti np sJap m 

. 1 # f f i 1 >—p-~0 h-f-f ^ 

±±= t r ^nW°t-r: [j] 1 1 i I= ^f-nnr-m 1 # r r*- 



I 




to 
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No. 145. 

Accent op Nines. Thirds.^The use of the hands is the same as in No. 144. Continue until the accent returns to 



the starting point, rendering the exercise complete. 



8ra 




J - 



JTi 



m 



* r I J * ' f—r—P—j 




8va* 



i 



*—4- 



-*- X I I 



tH- 



•bU-bi^H i '- L - ' ' 1 1 ' i I hh f 




Sixths. — Continue until the exercise is complete. 



No. 146. 



8va« 




8w 



8va<* 



8ra* 
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8t 



m 



i 







ft 



etc. 




Nos. 147 to 152 inclusive, are complete canons, in which one part follows the other, in exact imitation, to the end, 
Nos. 147 to 150 inclusive, are preliminary, showing how a part played by one hand may ascend to a certain point and 
turn to descend, while that played by the other is still ascending, and vice versa. All the accents should be employed, 
though none are indicated with the notes. 



No. 147. 



m 



■4 -^-=H— *— IE 



2=f=£=tf=£T2 



No. 148. 



f-H-f- 



f-r-> 



111 



No. 149. 




No. 150. 
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No. 151. 

The first ascent in this exercise is an octave ; the second, a ninth ; the third, a tenth ; the fourth, an eleventh ; and 
so on, until the compass of two octaves is reached. Then each ascent is less than the preceding, until the compass of 
one octave is regained, and the exercise is either repeated or closed. Each ascent is made from I, of the Scale. 
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No. 152. 

In the first half of this exercise each ascent is an octave, and each descent a seventh, 
is an octave, and each ascent a seventh. (See Remark, page 161.) 



In the last half, each descent 




■1 
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EXERCISE No. 153. 

Directions. — This exercise should be carried through two octaves, and practiced with all the fingers and a variety 
of accents. It has been highly recommended by Liszt, and others, as one of the best means of increasing the strength 
of the fingers. Practice it vigorously until the muscles are weary ; then, after sufficient rest, repeat the effort. It may 
also be played in contrary motion. 



Accent of Twos. 




12 12 



12 12 



12 12 



12 12 



2 12 1 



5=? 



H h 



2 12 1 



2 12 1 



H 1- 



-4 0- 



-J — i — i — j — i i : 

-# i m 1 1 1 h 



2 12 1 



H 1 [. 



I 



-* — m- 



-*—t—*- 



-I — I — I — p — * — f — 0- 



H H- 



r p r 



2 12 1 

Accent of Fours. 

Accent upon the first tone. 

T212 ^ a 1 2 



2121 



2121 



£ ± 3 ir 



H h 



-r — p — # 



-± — 9 — 1 — 



\ Y V- f— 



12 12 



12 12 



m 



1212 



Upon the second. 

Tin "a 1 a 1 



Upon the third. 



Upon the fourth. 



12 12 



2 12 1 




2 12 1 



12 12 



2 12 1 



Accent of Threes. 

^ T 1 2 T 2 1 



— 9 — 



Accent of Sixes. 

^ 212 



ir 



Hb — a — *- 



H h- 



Accent of Nines. 

T21212121 



~i — i- 



-&LC- 



- + * > 4 ' 



1 



=P=f= 



-#— P-— P- 



S: 



1 =1 h 



-&c— 



-&c- 



-p — p — f- — t- 



2 12 



12 1^ 



2 12 



2 12 



12 1 



21212 1212 



Practice in like manner with the following fingering. 

2 3 2 3 



2 3 2 3 



2 3 2 3 



3 4 3 4 



3 4 3 4 



3 4 3 4 



-i—t- 



-i — i~ 



H h 



H 1 1- 



■^r—if—f- 



-Sc. 



-= ^== 7—+—*—*~ 



1 — rr 



f— f— F- 



-p — p~ 



4 F 



■P P- 



-P P—t 1- 



— I 1- 



-I h 



3 2 3 



3 2 3 2 



3232 434 3. 

All the accents may also be applied to this exercise when played staccato. 



4343 



4343 



m 



2 



H 1 1- 



-i=T 



-j — j- 



■i — i- 



-i- 



2 



-i- 



H 1- 



— i- 



IB 



-p— r- 



-! 1- 



-P- 



H H 



-P 



-P-— P 



-P P-— I 



1 1 1 P P f P- 



-P P P- 



§ I 

4 3 
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ACCENT EXERCISES UPON BROKEN TRIADS. 

Directions. — The following exercises are very valuable and interesting. In order to derive the greatest benefit 
from them, they should be played from memory. In all legato passages of broken chords, the last tone played while the 
hand is in one position, should be connected with the first tone of the next position. This requires contraction and extm- 
ma. (See §35, p. 38, §40, p. 45.) As soon as the first tone of a position is struck, the hand should extend so that each finger 
inay be held over its proper key. Some of the rhythmic groups are identical with the positions of the hand, and others 
are not ; as, for example : 



Position Position 
of the hand. Position. Position. Position. of the hand. Position. Position. 




COMPASS OF THREE OCTAVES AND A THIRD. 

No. 154. 

Accent op Fours. — Count four, one for every group of sixteenths. If it is difficult to do this, count, at first, 
one for each tone, and accent the first tone of each group. The highest and lowest tones are struck twice. 
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Accent upon the third tone, 

mm 



3 4 4 3 IX 



3= ! i ! J > I ] 




p- 

9 



3W 



F-Tr- V^ ^IT- 




J.ccen£ upon the fourth torn. 




I ^* »-*— | — f-j-H #-h 



w . r i . r 



i— r- f i f 



-H 



-P4- 



I 



= + JXy J?a 



■0++-* — hF > 



m 



No. 155. 

Accent of Eights.— This exercise differs from the preceding only in the omission of the accent upon the second 
and fourth groups of each measure. 

No. 156. 

Accent of Sixteens.— This exercise differs from No. 154 only in the omission of the accent upon the second, third, 
and fourth groups of each measure. 



COMPASS OF THREE OCTAVES. 
No. 15T. 

ACCENT of Threes.— Count two, one for every group of eighths, and accent the first tone of each group. If it 

One, two, three. 

for each tone. Accent on the first tone will commence thus: f f f • 



is difficult to do this, count, at first, one 

thre 

Accent upon the second, thus : ^ 



three. One, two, three, , . 

f I f f f etc. Close each passage with a short, crisp touch, and wait the 



exact time of the rests before repeating it. 




4*- 
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Accent upon the second tone. 



^ Ifl [ft 



m 




4* 



-4-+ 



i fi ! r 



+-f- ; — ^ 



I 



32 



TO? 



3 



JLcceni ?/pcw £fo third tone. 



i 



2 4 



3! 



1 I # I- 



-H* M- 



-f — m 



-H—rf- 



it 



- f i f f — 

--trttf ■#• f^ T 



I 



No. 158. 

Accent of Sixes.— This exercise differs from the preceding only in the omission of the accent upon the second 
group in each measure. 

Accent upon the first tone. >~- ^- [*>«, 




TT 1 L 



— in — # $-M — \—p i LJ - 







J p ^-f— +— f — — ^— -h-*-j— 

« #— — I # I i h~ # H ' ' 



* i r i j 



- 4 -\ - I ^ 



< l ' ! ! 1 H 



The Left hand is to play an octave lower than the Right in all the following exercises that are written upon one staff. 



Accent upon the second tone. 



1 2_%.x 1 -p- H— ^ 34X 1 



L H. 




JLcc^ 'wpoft iAe fAznZ force. 
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Accent upon the fourth tone. 



4_ 3l_X 



-fj- 



— i-A—* 1 



Ml 



2 43 



Accent upon the fifth torn. 

24 13 

i t x + 



X 1 -f- x - 



4 31X pi X43 ~ 1_X^-31X 



it 



*-+a-f 



XI 



24X Jtwlf .v., 24 rTI rn £ an 

r — 4 t=b bt: — hr-i-hr-H- -d-k*^- 




4X1 I 



^ 1X4 31X 421 X ^lX"^ 
43 ?^ 43 



# rf- 



FINE, 



'-¥++■ 



MZf. 



No. 159. 

Accent of Nines. — Count three. Close each passage with a short crisp touch, and wait the exact time of the 
rests before repeating it. 

Accent upon the first tone. 

4 

„ _ a « i * r>». 0 0 ^LL * LU U3— UZ! ■■ - . 1 ' . ! I i |~ — | — ) > -. I f 



4 3 2 4 ^ 



-rf * h- 



fz 



LEFT 



.Accerctf 'wpon iAe second tone, 

4 



4 


' 3 


1 

— x-r- 
— f— 




r* ^ — sft 




— [_ 




-H h 


-r- 

Lpu-pi— rJ f. 


= *-*p*-M J :[[ 


4 3 1> 




< 4 3 1 


— 

X 4 2 












1 


— 1— 4'— 
J-l — — 

-i 


1' ^ U U-J 1 





Accent upon the third tone. 



1 — p- 



-4 4 11 1 1 I I h 



r if u 



ft 



# * 



"Of 



^Lccen^ wpon £Ae fourth tone. 



^ 4- 



mm 



-H 4- 



■\tt~- 



-4 h- 



*-Tft 



3=f 



jlccewi the fifth tone. 



















- 




















— 




^ i |^ 







% 
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Accent upon the seventh tone. 



f— 



1*1 



-i— H ^ I I 



, 1 JJ-4 



Accent upon the eighth tone. 



Accent upon the ninth torn. 



i ^ 



No. 160. 

Accent op Twelves.— The measures are composed of four groups of three tones each. Count four 

XI 2 4X1 3 4X 1 3 4_ 
RIGHT. _ ..t£ ■ . * 



lJ1 >Mi ' 1 5 Mil 

Li EFT. 43 1 X43 1X421X 4 




i r m — i -/■ 

-rf — i — I V-4-+*^- 





-4 4- 



Nos. 154 to 160, inclusive, should now be varied by striking the tones as in the four following examples. This, 
at first, Will be somewhat perplexing. 

No. 161. 

Accent of FouRS.-The order of the fingers is, either X, 2 or 3, 1, 4 ; or the reverse, 4, 1, 2 or 3, X- 



1 4 

RIGHT. X 2 1 1- X !L l£ X314 



X 2 1 4 



is 



LFET 



4 1 3 X 



4 1 3 X 



m 



H — I 1 — « — I- 



_j_4_^ h-^-+ 



H H-h 



1 X 4 i o 4 2 

1 3 _x iAx_ 



■I — I « 

■I — I — I — t- 



-\ — *- 



X 3 1 4 x 3 i 4 



r 



-r. *x 4 



X 2 1 4 




No. 162. 

The order of the fingers is, either X, 4, 1, 2 or 3 ; or the reverse, 4, X, 2 or 3, 1. 



LEFT. 4X31 



M X X 3 1 4 X 2 , 

RIGHT. X 4 1 3 BS HT, £ t h ^ £ £ * t-~tl-"£ 

- wo", 4X31 T ^ ^ ^ ^ ^ ^ X412 
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RIGHT. 



No. 163. 

The order of the fingers is, either X. 2 or 3, 4, 1 ; or 4, 1, X, 2 or 3. 

•4-1 X 3 4 i x a 



24 3 1 xa 4 1 = p-n -t- -ft- f-""i* 



X 2 4 1 



PS 



X341 X3 4 1 



-SB 



LEFT. 41 X3 41X3 



x a 4 l 



No. 164. 

The order of the fingers is, either X. 1» 4, 2 or 3 ; or 4, 2 or 3, X> 1- 



RIGHT. . 3 4 

4 2 „lf 



x 1 T x f T fi ' 



X 1 4 3 



■f- — I I J I 

-f I I I 



L.EFT. 4 3X1 



4 3X1 



■I — r 
4 



No. 165. 

Accent op Sixteens.— Practice this and the following exercise as rapidly as is consistent with perfect distinctness 
and a good position of the hand. Count four, omitting the accent upon the second, third and fourth groups of every 
measure. 

x 1 2 4 
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■9 rm rm rm to 

# i ' 



. -M-4 
I i i i 



+-f- i if \-f~ 



1 1 1 1 



H — H 



I I » 



! ! ! I 




1 



No. 166. 

Accent of Eighteens. — The following measures are composed of six groups of three tones each. Count six, 
omitting the accents upon all groups except the first. ___________ 



RIGHT* X 1 2 4 X 1 3 ^£ X 



LEFT. __d __J ___ _W 



f-i — I — i — P— 



i 



431X43 1X4 21X 

The foregoing exercises upon Broken Triads are all written in the key of C. They should now be transposed. 
The Triad of I, in each of the remaining Major keys, is indicated in the following table. All these chords should be 
fingered upon the same principles, and should receive the same accentual treatment as the chord of C. (See Chap. XIV, 
Theoretical Department, p. 231.) 

TABLE. 





D 


A 


E 


B 


F# 


c# 


G# 


C 


F 


Bb 


Eb 


Ab 


Db 


Gb 


Thirds 


B 


F# 


c# 


G# 


D# 


A.# 


E# 


A 


D 


G 


C 


F 


Bb 


Eb 


Roots, which are 


G 


D 


A 


E 


B 


F# 


c# 




Bb 


Eb 


Ab 


Db 


Gb 


Cb 


also key-tones. . 






















One 


Two 


Three 


Four 


Five 


Six 


Seven 


One 


Two 


Three 


Four 


Five 


Six 


Seven 


sharp 


sharps 


sharps 


sharps 


sharps 


sharps 


sharps 


flat 


flats 


flats 


flats 


flats 


flats 


.flats 



§ 82. The Thumb upon Black Keys. — For playing running passages legato, the thumb is certainly better 
adapted to the white keys than the black. In the old methods and schools of playing, this fact being over-estimated, 
the black keys were too carefully avoided. Now, however, the thumb is used more freely, and is trained to play black 
keys whenever real convenience requires it. The Triads of D and E>, broken, for example, should be fingered thus : 



RIGHT. 




JLKFT. 



MINOK TRIADS. 

The Triad of I, in each of the Minor keys, is indicated by the following table. All these chords should be treated 
like the Major Triads upon the same roots. 

TABLE. 



Fifths 

Thirds 

Roots, which are 
also key-tones. . 

Signatures 



G 


D 


A 


E 


B 


F# 


c# 


G# 




A# 


F 


C 


Eb 


Bb 


F 


C 


G 


D 


A 


E 


B 


F# 


Db 


Ab 


C 


G 


D 


A 


E 


B 


m 


c# 


G# 


D# 


Bb 


F 


Three 
flats 


Two 


One 


Natu- 


One 


Two 


Three 


Four 


Five 


Six 


Five 


Four 


flats 


flat 


ral 


sharp 


sharps . 


sharps 


sharps 


sharps 


sharps 


flats 


flats 
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§ 83. Chords of the Dominant Seventh (§ 179, 1, p. 232.) Each of these chords has four positions, which are 

fingered as follows : 

KEY OF C, MAJOR ANB MINOR. Component Tones op the Chord, G, B, D, F. 




The component tones of the other dominants are shown in the following 

TABLE. 



Sevenths.... 


c . 


G 


D 


A 


E 


B 


F# 


Bb 


Eb 


Ab 


Db 


Gb 


Cb 


Fb 


Fifths 


A 


E 


B 


F# 


C# 


G# 


D# 


G 


C 


F 


Bb 


Eb 


Ab 


Db 


Thirds 


F# 


C# 


G# 


D# 


A# 


E# 


B# 


E 


A 


D 


G 


C 


F 


Bb 




D 


A 


E 


B 


F# 


C# 


G# 


0 


F 


Bb 


Eb 


Ab 


Db 


Gb 


Signatures.. 


One 


Two 


Three 


Four 


Five 


Six 


Seven 


One 


Two 


Three 


Four 


Five 


Six 


Seven 


sharp 


sharps 


sharps 


sharps 


sharps 


sharps 


sharps 


flat 


flats 


flats 


flats 


flats 


flats 


flats. 



ACCENT EXERCISES. 

Directions.— The remarks and directions preceding Exercise No. 154, p. 185, are applicable also to these exercises. 
All the modes of accenting should be practiced in all keys. 

No. 167. 

Accent of Fours. Compass of Two Octaves and a Fifth. 

>- >~ q 4 0 -M. ~ s *~~ 



X-Jv* IX* 21X4 31X g 
LEFT. -m- 9 1 9 3 4 m 

~ 3 4 




No. 168. 

Accent of Threes. Compass of Two Octaves and a Third. 



Position 

of the hand. Position. Position. Position. 



RIGHT. ^ 2*<l**-« 
X134X1 34X X^>5 I 

LEFT. IX ' 4 8 4 



fiff 



-ft ft , JTL 



§ 84. Chords of the Diminished Seventh. — (§ 179, 2,p.232.)Each of these chords has four positions, which are 
fingered alike because the keys producing them are equidistant : two keys are omitted between the thumb and first 
finger, two between the first and third fingers, and two between the third and fourth. The component tones of the 
diminished sevenths are as follows : 



FIRST CHORD. 

G#, B. D, F. 

Bfy D, F, Ak 

Dj», F, Ai?, Ck 

Ej, GjJ, B, D. 



SECOND CHORD. 

F#, A, C, Ek 

Aft, C, Ek Gk 

Bj(, Djf, F#, A. 

Djt, FJ. A, C. 



THIRD CHORD. 

OJ, E, G, Bk 
Eif, G, Bk Dk 
F* f Ajj, Cj, E. 
A| C#, E, G. 
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ACCENT EXERCISES. 

Directions. — The remarks and directions preceding Exercise No. 154, p. 185, are applicable also to this exercise. 
All the modes of accenting should be practiced in each chord. 



No. 169. 

First Chord. Accent of Fours. Compass of Two Octaves and a Fifth. 



RIGHT. 



X 1 3 4 X 1 3 



X 1 3 



X 1 3 




liEFT. 



1 1 — i — - 1 — i — -Tf m 



3 — =£rR^ ^^f=5j=^ 



1X 431X 4 3 1 X 



1 



H t- 



~* 1 



IE 



Accent of Threes. Two Octaves and a Third. 

Position Position, 
of the hand. Position. Position. f 



No. no. 



RIGHT. 



5Ti 



13 4X1 34X1 



3 1X431X43 



X-j-j 1 *\ 3 1 X 4 3 1 X 



LEFT. 




iff »- * 

The following exercise, consisting of successions of Diminished Sevenths, is very useful in training the hands to play 

No. 171. 



freely among the black keys. 

Accent of Fours. Compass of two Octaves, 




Li EFT, 



. 4 3 1 X 431X 431X 4 3 1 X 




A_\ I 1 «_J>4- 



No. 172. ■ 

Accent of Threes. 



s 



4 3 1 X 4 



1X4 3 1 X 



Apply also Accent of Sixes and Nines to this exercise. 
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ACCENT EXERCISES UPON ARPEGGIOS FORMED FROM TRIADS. 

Directions. — In the following, the change from one hand to the other should be made so skillfully that no one 
can discover, by ear, where it occurs or which hand is used. All the tones should be perfectly legato. (See § 55, p. 62.) 

No. 173. 

KEY OF C MAJOR. TRIAD OF I. 
Accent op Fours. — Six groups in the measure. Count six, and speak the first One simultaneously with the first 

RIGHT. 

mm ! m * m ~ m '^ m — mm ^ mm !^ RIGHT. 

>~ -f M I I I I III 



accent. 



LEFT HAND. 



m 



i 



4-\ 



LEFT. 



i 



ft 



-.f 



LBFT.: 



4 21X 2 1 X2 1 Xo^" -4- 
2 1 



I II' 



4 2 1X2 1 X21 X 2 ^-f 



4 31X 3 1X3 1 X31 



LEFT. 



RIGHT. 



3 1X3 IX 31 X31 

RIGHT. 



LEFT. LEFT. >~ m 1 M FW 1 ! LEFT. >~ 



42 1X21 X21X 2+—*- 



1 X31X 31X 3 1 



— H 



X 3 IX 3 1X3 1 



Practice the above arpeggios with different accentuation, and also transpose them into all the other Major keys. In 
the keys of G, D, A, E, B, F$, and F, the fingering will be the same as in C. The second finger may be used by small 
hands. 



2 i-£ 2 2i x ai x JLi^a 



In the key of Bi? the thumb may be placed upon either D or F. In the keys of E>, Afr, and Dj?, the thumb should 
be upon the only white key in each chord. 



2 1 x 2 l * 



j^^^^^ LEFT. x 3 1 Ji^J^ 

^ 5 




1 



ARPEGGIOS OF VARIOUS CHORDS. 

§ 85. Particular attention is requested to the following exercises, in which various Arpeggios are produced mechan- 
ically by a few- simple changes of the fingers: They include a variety of effects resulting from harmonic and accentual 
modifications, which are very pleasing to the ear and entirely exclude monotony. They also afford valuable aid in 
equalizing the touch and increasing the power of the fingers. These arpeggio passages are' so common in modern 
music — one or more of them occurring in almost every composition for the Piano-forte, — that it is highly important 
for every learner to acquire complete command of them. 



The chord of the Diminished Seventh in the following position 



:3! 



being the basis upon which the various 



changes are made, will, for convenience, be called the Primary position. An Arpeggio formed from this chord is played 
by the Left hand alone through the compass of four octaves ascending, and by the Right hand alone through the same 
compass descending. When this arpeggio becomes somewhat familiar, harmonic changes are introduced. Accentuation 
is employed in accordance with the principles explained in § 80, p. 146. 
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All the modes of accenting these exercises must be diligently practiced, though they are not written in full. The 
notes that are given are only hints to aid the memory at first.- The following measures are composed of four groups 
of four tones each. 

No. 1T4. 

Accent op Fours.— Count four. Accent with each counting. 
Accent upon the first tone. 



LEFT HAND. 



We 



1 J. 



* " 



RIGHT HAND. 



2 1 



-X- 



LEFT HAND, 



I 



2 1 



r 



Accent upon the second torfe. ^ 4 ^ , j | t ; ' T """ !"* 1 ^ ' 

LEFT. ^ 1 ^_ ^1 ^TllS -i ± -J^Ll] I | \\ \ I >^ 

LEFT. 

>« * iT- *t-j .. . RIGHT. 



.Acceni wpon $6 $ir<Z tone. 



LEFT. 9 1 ^ , 3 11 2 # 




LEFT. 



1^ 



3 tfJP* 



.Acce?i£ wpow, the fourth tone. 



LEFT. * 9 1 ^ , 31i 2 •# 



RIGHT. 




i i 



I <S £L O- 



LEFT. 



2 1 



Lt 




1^1 



No. 175. 

Accent of Eights. — Omit the accent upon the second and fourth groups. Place the accent upon all the other tones. 



Accent upon the first tone 



LEFT. 



-*4 



if 



T 



-*»U JJJ » i ... I 

2 1 



LEFT. 



r 



Accent wjpon £Ae second tone. x 

LEFT. _ o 1 



1 



*3F 



§ 



RIGHT. 



ft— » 



LEFT. 



X 



2 1 



No. 176. 

Accent of Sixteens. — Omit the accent upon the second, third, and fourth groups. 
Accent upon tJie first torn. 



LEFT; 



— 



1 



I 



LEFT. 



RIGHT. 



II 



2 1 



2 1 



r 



196 MASON AND HOADLY'S METHOD FOR THE PIANO FORTE. 

Accent upon the second tone. 



LEFT HAND. 



j. i i i 



LEFT* 



I 



a . £ — i 



*=^ g ^ r^=? 



V i T I 



t— 4- 



BIGHT. 



2 1 



Each of the other fourteen tones should, in turn, receive accent, and thus become the, first tone of a measure ; the 
first accent and first counting being always simultaneous. The following example, by way of further illustration, shows 
this exercise so written as to bring the 

RIGHT. 

Accent upon the tenth torn. t x H ^ 



LEFT. 



a 



s 



2 1 ^ 

-31i — 



3= 



-4—0- 



i- 



1= 



No. 177. 

Accent of Threes. — The following measures are composed of four groups of three tones each. Count three, and 
accent the first tone of every group. Apply also Accent of Sixes, which is produced by omitting the accent upon the 
Second and fourth groups of each measure. 



LEFT. 



i 



3* 



n 

4- 

-4-3 # 



!£5 



m 



LEFT. 



a 



RIGHT. 



T I 

<m 



f 



tec 



4 



&4 



LEFT. 



f 



RIGHT. 



ft ri 









1 


"T 

— i — 

i — | — 




mm 

- 


= 


t= -=lt 








RIGHT. 




■% 5= y 


1^ 


1 

LEFT. 



No. 178. 

Accent of Nines produces a very long exercise commencing as follows* Count three. (§80, 3, p. 146.) Accent op 
Eighteens is produced by omitting alternate bars and accents. (See No. 67, p. 150.) 



LEFT. 



3E3 



LEFT. 



0 



8 4 Q Tr ^-j^H: 



-a — t 



mi 



RIGHT. 



tf 



Changes of Harmony. — All the chords resulting from the changes here described should be practiced thoroughly 
as Arpeggios, and treated in the same manner, in regard to accent, as the primary chord. Finally, when they are quite 
familiar, they should be played in quick succession, each chord ascending and descending once ; and also, the first chord 
ascending, the second descending, the third ascending, the fourth descending, and so on, with accents of sixteen and 
eighteen, until the utmost freedom, facility, and rapidity are attained. 
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No. 180. 

First Harmonic Change.— Placing the Left hand in the primary position, spoken of in § 85, and moving the first 
finger one key to the left, thcchord produced will be A\r, C, Et>, and F#. As this chord is played by the same keys 
as the dominant seventh chord in the key of D\>, it will appear more familiar written with Gl? instead of Fjj. 




RIGHT, 



Li EFT. 



I 



r 



No. 181. 

Second Harmonic Change. — Returning again to the primary position, and moving the second finger one key to 
the left, the chord produced will be as follows : 



IiBFT. 



rr 



■*-\ri h 



RIGHT. 



-V — ' HH ,-- -,- 



I 



4 

LEFT. 



No. 182. 

Third Harmonic Change. — Returning to the primary position, and moving the third finger to the left, produces 
the following chord : 



LiEFT. 



t n 



ii 



~j J ^-fl|— 



RIGHT. 



* 



^ 



H h 



LiEFT. 



I X 



— I h 



rr 

s 1 



I 



Before making each change, the hand must return to the primary position. 

No. 183. 

Fourth Change. — The first and second fingers are moved to the left. — 




3^ 



: &c. 



No. 184. 



Fifth Change. — The second and third fingers are moved to the left. 



5? 



No. 185. 



Sixth Change. — The first, second and third fingers are moved to the left, ^fc 




5* 



:&c. 



4 3 



No. 186. 

Seventh Change. — The thumb and fourth finger are moved to the left. 
This is the dominant seventh chord in the key of E, and should be written 
as follows : 
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The Left hand must return to the Primary position before each change. {See § 85, p. 194:) 

No. 187. 

Eighth Change. — The first finger is moved one key to the right. 

BIGHT. 



3k 



is 



1 



-* — x- 



W ^ 



LFFT HAND, 



LEFT. 



No. 188. 

Ninth Change. — The second finger is moved the right. 



RIGHT. 



m 



2 1 i 



i i 



1 1 



1 



W ^ 



LEFT. 



LEFT. 



No. 189. 



Tenth Change. — The third finger is moved to the right. 

RIGHT. 





1 \ 




1 A j-^i j 1 j i 1 j. 1 1 1 (TT 

* 1 J*> m 1 




y 4 yag^-f-j-f- 






1— f-f- 


gr^H^" *^=£}1R 


1 



LEFT. 



LEFT. 



No. 190. 

Eleventh Change. — The first and second fingers are moved to the right. 5*5- 



~3$K 1 *c 



No. 191. 



Twelfth Change. — The second and third fingers are moved to the right. 

No. 192. 

Thirteenth Change. — The first, second and third fingers are moved to the 

right. 



» &c. 



No. 193. 

Fourteenth Change. — The thumb and fourth finger are moved to the right. 9 ^ 
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Nos. 194 and 195 are continuous exercises upon the primary chord and three harmonic changes. 

No. 194. 

Ppmary Chord. First Harmonic Change. 



LBFT. 












?Mf! i r 


1 1 m\ 






RIGHT. £ £W=^TrT 







Second Harmonic Change. 









IiEFT 

r>- i 1 


i 


0- - 










^TTi r 


ti jTn rr 

=t=tQS ' 'l* J=fa 


1 


RIGHT, 




^rrj i_U_ 












RIGHT. r ^ 


W 1 



Third Harmonic Change. 



JL.EFT. 


■ 

— p — 










ft 








I III 

1 ' . 1 1 


"right. ^ 


^£ — ^* 


— 1 LI ■ u ~ m ' 



No. 195. 



Primary Chord. 



RIGHT. 



i 



■fi (rn jTTi rm 



Eighth Harmonic Change. 



V 



JLEFT. 



L.EFT. 



RIGHT. 



Ninth Harmonic Change. 



RIGHT. 




II ! I 



JLEFT. 
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A continuous exercise upon the primary chord and twelve harmonic changes — all except those in which the thumb 
moves, — should now be practiced until difficulties are overcome, the hands are fully accustomed to such passages, and 
great skill, facility and rapidity in playing them are attained. Exercises 174 to 195, inclusive, should also be practiced 
by the Right hand ascending, and the Left descending. These motions are more difficult than the reverse, already given. 
The hands should be turned in the manner described in § 55, and the tones carefully connected. 

ETo. 196. 

Primary Chord of § 85, for both hands, in Sixths. — Accent of Fours. — Count four. 



Accent upon the first tone, 



•3 2 




4 3 



Accent upon the second tone. 




I 




2 1 




3 2 



1 X s X 




4 3 



Accent upon the third tone. 



2 3 2 



L* 1 ■ 1 \** 




1 3 4 3 



■w^rTtriy-iTV-.iiiriMrmii 
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No. 197. 

Accent of Eights. — This exercise differs from No. 196 only in the omission of the accent upon the second and 
fourth groups in each measure. It is, however, susceptible of four more varieties produced by placing the accent upon 
the fifth, sixth, seventh and eighth tones, and'it is quite essential that all of them should be very thoroughly practiced. 
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Accent upon the sixth tone. 



jS|j=ja:i^: 



-P- -h- -P~ - 

-I 1 p- 



■ i r r 



H 1 1 1 1 f~ 



Accent upon the seventh tone. 






H h- 



4— f- 




f-4-f 



Accent upon the eighth tone. 







No. 198. 



Accent of Sixteens. — This exercise differs from No. 196 only in the omission of the accent upon the second, third 
and fourth groups in every measure. It is susceptible of sixteen varieties, produced by placing the accent upon each of 
the tones in turn, and all of them are very important. 



Accent upon the first tone. 






HiiO 



4 3 
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For accent upon the second, third, fourth, fifth, sixth, seventh and eighth tones, see Nos. 196 and 197. The fol- 
lowing examples illustrate still further. 



Accent upon the ninth tone 





mm 



4 3 2 1 



Accent upon the tenth tone. 




SSI 



rr^-f^j = — f — i — I — i — h 



Accent upon tJie eleventh tone 




Accent upon the twelfth torn 




WML 



-i — i — h 



H h 

H 1- 



-| ! h 



i i i ! 



rrn 
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Accent upon the sixteenth tone. 




No. 199. 



First Harmonic Change. 



3_ 2 




4 3 



Each of the above arpeggios, and the other harmonic changes, described on pages 197 and 198, should receive the 
same accentual treatment as the primary chord. 
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No. 200. 

Accent of Sixteens.— The harmonic changes explained upon pages 197 and 198 should now be practiced i 
continuous exercises for both hands, of which the following is an example. 
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No., 201. 

The other Diminished Seventh Chords may be taken as primary chords, and receive the same treatment, accentual 
and harmonic, which has been given to the first one, as, for example : 

Primary Chord. First harmonic change. Second harmonic change. Third harmonic change. 





No. 202. 



Primary Chord. 



First change. 



Second change. 



a-a— 



-X- 



Third change. 



f 1 



P i 



-3 f h- 



m 



-#— &c 



II 



MODULATORY AEPEGGIOS. 



§ 86. The harmonic changes of the following exercises may be explained mechanically thus : In the first measure, 

4-0-- 



the Right hand is fitted to the first position of the triad of C : 



x* In the second, the middle parts are moved, 



the lower one key, black or white, and the upper two keys to the right, the third finger being substituted for the second: 

4-#- 



-x~p In the third measure, the upper of the middle parts is moved one key to the left, and taken by the second 



finger 



m 



In the fourth, the first finger is moved one key to the right 



The fifth measure is a 



transposition of the first, each finger being moved one key to the right ; the sixth is a transposition of the second ; the 
ninth is another transposition of the first, each finger being moved two keys to the right ; the tenth is another transpo- 
sition of the second, and so on. In this way the exercise may be continued until all the Major keys are played in 
turn, and the triad of 0 recurs an octave above that in the first measure. When the circle of the keys can be played 
easily, accentuation should be applied. * 

The peculiarity of the arpeggios in No. 203 is, that the first and fourth fingers strike together. 

No. 203. 

Accent upon the first torn. 
a * 
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Accent upon the second tone. 

, tx.fx.lxt.xt.xf. fx.fx.fx fsxfax! . t x.tx.tx f .xt sx f . f x s t x . fx fg^xf. 



I I rf— - - 



!5W 



"TP 
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Accent upon the third tone. 

Q X~2 f xTf X f 



X f 3x"f 2 f 



Tx f 2 = x"f 2 f 






' — f — — — 
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The peculiarity of the arpeggios in Nos. 204 and 205 is that the tones, and consequently the fingers, succeed each 
other in unusual order. In No. 204, the order in descending is, 2 4 1 X or 3 4 1 X> and in ascending it is, X 1 4 2 
or X 1 4 3. In No. 205, the order in descending is, 1 4 2 X or 1 4 3 X, and in ascending it is, X 2 4 1 or X 3 4 1. 
Great care is needed in connecting the tones played by the first finger and thumb. The harmony in these arpeggios is 
identical with that of No. 203. Though no accents are given, all modes of practicing should be employed. 

No. 204. 

241X241X241 X142X*42X142 341X341X341 X143 X143 X143 241X241X2 41 



EM 



B8EE 



±t±± 



I—. -4 I 

i '-T~ 



V 

r 



4-4—1 — ' — 




w=qr. 



--4 Y-4- 



—V 



X142X142X142 24 1X241X241 XI 42X142X142 



tr 



241X241X2 41 XI 42X142X142 




No. 205. 

1 4 1 X 1 4 2 X 1 4 2 X2 4 1 X2 4 1 X2 4 1 1 4 3 X 1 4 3 X 1 4 3 X 3 4 1 X3 4 1 X3 4 1 1 4 2 X1 42 X 1 4 % 




m 



r 



r 



X2 4 1 X2 4 1X2 4 1 1 4 2X 1 4 2X 1 4 2 X 2 4 1 X 2 4 1 X 2 4 1 



142X142X142 X 2 41X241X241 
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§ 87. Broken Thirds. — When the fingering of the double third scales has become familiar, they should be prac- 
ticed in contrary motion, and also broken, as shown in the following exercises. Each scale is fingered in the same 
manner when broken, as when the tones are heard together. Broken third practice is very valuable for the hand. 
(See page 103 and § 189, 3, p. 234.) 



Accent of Fours. 
Accent upon the first tone. 



SCALE OF C, IN DOUBLE THIRDS, BROKEN*. 

No. 206, 



RIGHT. 



2 4X2 



13X2: 




13X2 



1 3 2 4^ litxtltfr ttfi* ^42> 

- f # nfH — M — — ! — ! — — ■ ■ ' !"« i -b—db—b—j — i — i — i — H — +-?—r-0 



2X42 



3 1 2 X 




Accent upon the second tone. 

2 13 2^ 




2 3 12 X 



Accent op Threes. 



No. 207. 



. Accent upon thefi\ 


rst tone. ^ 


T3 x T 


— F — j 1 1 | 


=t=tZ 1 ! 1 


3 2 

-HF !— M— 


^ 1 3 ^ 0 v 

H »- -f~ m 




3 12 








'319 4X8 — 1 


' 1 3 L 



2 3 1 2 X 



Accent upon the second tone. 



4 2 



i 



f r# r 



2 3 1 2X3 




4=3= 



Accent of Nines. 

Accent upon the first tone. 

x 2 1 



No. 208. 



2 4 X 



2 1 3 X 2 1 i X *]_ll * » 1 T X 3 

•I — 1 — t — 1 1 — i y-- \ 1 — 1 — 1 — h ■ ' 



2X4 




2 3 1 2 X 



X 3 1 



2 3 1 



f— I P f 1 4 h 

J 1 I I • A- 



— ! — I — V- 

d 1 J 1 !-+- 



2X3 - 



Accent upon the second tone. 




■1 - 1 



2 4 X 
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§ 88. Broken Sixths — When the fingering of the double sixth scales has become familiar, they should be prac- 
ticed in contrary motion, and also broken, as shown in the following exercises. Each scale is fingered in the same 
manner when broken, as when the tones are struck together. 



Accent op Fours. — Accent upon the first tone. 



SCALE OF C, IN DOUBLE SIXTHS. BROKEN. 

No. 209. 

14X2 



RIGHT. v 3 1 4 , , v . 14X3 14X2 ± Si 4 1 ? * 3 

agr-'r T ? "" ^ i p M Ti i " f ; 

LEFT. 4 1 3 X Zt X il *** X ~f 1 3 X 4 1 I X2X 1 ' 1 4 1 3 X i" 1 14 X 3 1 4 

g 4 3 4 ^ 4 1 3 X ^ ^ 



* m 1 3 X2X41 F— 



X 3 1 4 



X 2 X 3 




Accent upon the second tone. 

mmf" 



3 2 



No. 210. 

Accent of Threes ; or Sixes, by omitting alternate accents. 
Accent upon the first tone. 



4 13 



X 2 X 



i 



X 3 1 



4X3 



H h 



H h 

1— 



-# f- 



-t- 




-Accent upon the second tone. 

"14 X 3 1 



=fi= * ' i ) , r , f A- ■ ■ Q -hi i 4 x fr-x-rJ^^- * 3 1 , | 



Accent of Nines. 



-41-a l M f i 1 I I > f H I Li I j \-4 r 1 r 



! xr i 



Y 9 Y 1 1 S*-' 



-M 



No. 211. 



,t t,f-T ,p > . 

- ; f 1 1 r -| — \- f \ f \ 0 \ \ m \ r 



* i # -i — i — f — r-v — iii -r^- 



4A3 X2X413 



No. 212. 

EXERCISE IN EXTENSION AND CONTRACTION. (See §§ 37, p. 42, and 40, p. 45.) 

1 4 X 1 4X ST 




3X4 3 X 
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ACCENT EXERCISES UPON CHROMATIC OCTAVES. 

THE RIGHT HAND ALTERNATING WITH THE LEFT. 

When playing rapidly in this manner, the hands are guided hy the eye, which watches the Left hand alone. (See 
Ex. 37, page 87.) The following exercises are so written as to give all the accentuation to the Left hand. By placing 
the first accent upon Dfr, all may be given to the Right hand. 

No. 213. 

Accent op Fours. — Octaves with the Left hand, and single tones with the Right. 

RIGHT HAND. w—mmm^ 'ZZZZZ! ^ ^ «ZZHiZ5 ^ 



LEFT. 



Accent of Sixes. 



No. 214. 



I 1 ' 



Accent of Eights. 



No. 215. 



* 



B 



H r-r 



"jr 

r r 



iff-* 



tr=*f 



-I h 



r 



Accent of Twelves. 



No. 216. 









• 












L 1 " 1 




r j>l i — { 

r 


r 


1 



No. 21T. 

Accent of Fours. — Octaves with the Right hand, and single tones with the Left. 



RIGHT HAND. 



i 



h-m 



LEFT. 
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Accent of Sixes. 



No. 218. 



^ H= J.j ' 

^-4 £3=^=3 



-4 J J J" 

— I : i 1 • 



SI 



Accent of Twelves. 



No. 219. 



-I r -l- 



Accent of Fours. — Octaves with both hands. 



No. 220. 



i> 



* 



3= H 

:«=td: 



3Ei 



H. * 



* 



4=± 



Accent of Sixes. 

_fc 



No. 221. 



i 



r t 



i 



H — V-i- 



Accent of Twelves. 



No. 222. 



4- 4- 



-| i^ - 



^ *:1~'IF 



=fc=£ 



a — fcH — ;— I 3 * v 
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ACCENT EXERCISES IN DOUBLE OCTAVES. 



Directions The Exercises upon the Chromatic Scale, Nos. 106 to 117, inclusive, should now be practiced in 

Double Octaves. The fingering is, thumb and fourth finger for white keys, and thumb and third for black, thus : 



# 3 # S 

BIGHT HAND. X X X X 



mm 



LEFT HAND. 



1 i i 



&c. 



x 

4 



XXX 
4 3 4 



X X X X 
3 4 3 4 



The Diatonic Scales also may be treated in a similar manner. The following short exercises should be transposed, 
and afterward many of scales succeeding No. 118 should be practiced in octaves in different keys, until great facility, 
freedom and rapidity are attained. 



No. 223. 



No. 224. 



No. 225. 



-W-iM 'ill — i I i i * * j i- 




ACCENT EXERCISES IN BROKEN OCTAVES. 



Directions. — In practicing these exercises effort should be made, in every instance, to span the interval correctly 
the first time it is tried, that the hand, becoming accustomed to the extension required, may be able to strike an octave 
instantly and with perfect certainty. The Left hand should play an octave lower than the Right. Transpose. 



No. 226. 

4 



RIGHT. 



X 4 X — 



4 

4- 



No. 227. 

^ ^ £ ^ 1 

- - ~ , *X*Xp t = X 4 X -H-X4X x"4Xf r Xii 4X f tX4 



X 4 X 



LEFT. 



x 4 * 4 



X * 



4 X 4 X_ 4 x 



I 1 H 

I 1 h 



3* 



X X 



4X 4 X--X 4 X4 



4 4 X 

No. 228. 

+•4- 



4 X 4 " 



-W- 



>- X4X> X 4 X >^ ^ ^ ^ ^ 



-#-+-#-#4 



1 











1- — — ' i — I— | ) 1 — u 

■ 4 1 
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TRILL EXERCISE. 
No. 229. 

Directions* — The following exercise is a very useful one if correctly practiced. The most important thing is 
strkt time. Count four, and be sure that the movement is perfectly uniform throughout. The tendency will be to count 
too rapidly in the first measures, and too slowly in the eighth and ninth. Practice with all the fingers, thus : 

RIGHT. XI X 2 12 13 2 3 24 34 RIGHT. 1X2X21 

CD, CD, CD, CD, CD, CD, CD, or the reverse, thus : D C, D C, D C, &c. 

LEFT. IX 2X 21 31 32 42 43 LEFT. XI X 2 12 



Accent upon the lower tone. 

RIGHT HAND. 

> > > > 




LEFT HAND. 



1 




f+-f+-r i-F-H 
u ES 



T ? 0 0 0 f 0 f~T 0 0 0 0 0 0 0 » 0 0 0 ~f 0 T 0 ~i *-0*-T*-T+- -T^T^V^T^m 0 * 0 * 0 » 0 F^V 0 » 0 » 0 » 0 0 0 F 0 » 0 m 0 b 0 » 0 » 0 » 0 » 0 » 0 • 0 * 0 0 0 'T 0 ~0 0 ~0 0 ~0 0 ^0 0 ~0^ 



R-H-P-t-f-j-F 

^ iiss^S - ^^^^^ y^^^j- 





-Accent upon the higher tone. 



L. H. 




R. H. 



> 



r 0 m 0 s 0 -T 0 -T 0 -T 0 -T 0 -T 0 -T 0 -T 0 -T 0 s 0 m t » 0 ~T 0 ~T 




Use also the following tones to give varied discipline to the fingers. At (A) they are required to play a black key 
at the right of a white one ; at (B) a black at the left of a white ; at (0) two black keys ; at (D) two white ones ; at (U) 
a black, a minor third above a white, &c. 



'(A) (B) (C) (D) (E) 



ACCENT STUDIES. 

Directions.— -The first Rude in Cramer's celebrated' 1 1 Studio per il" is so universally known and esteemed as a 
superior exercise for training the hands that it has been selected for this work as a final illustration of the principles 
of § 80, p» 146. It is written in four different forms, the place of the accent being changed each time, thus varying the diffi- 
culty as well as the effect of the whole exercise, and giving a most thorough and valuable discipline to mind and fingers. 
The changes of accent involve a few slight modifications of the text in the first, ninth, tenth, nineteenth, twentieth, and 
twenty-first measures. The notation is made to conform to the principles explained in § 73, p. 86. 

After the First Form can be played correctly it is most valuable practice to try and produce the other forms while 
reading from the same notes. 
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First Form. 
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Second Form. 



<~jgr Legato. 
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Third Form. 
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Fourth Form. 

Legato. 
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IMPROVISATION. 

§ 89. The playing of extemporaneous passages upon the , Piano-forte is one of the most delightful ways of using 
the instrument. Complicated passages, composed in the highest style of the art, cannot, of course, be produced with- 
out great natural talent, aided by a mastery of Harmony and Counterpoint ; but so much only of the science of harmony 
as is contained in Chapter XV, Theo. Dep., p. 232, coupled with some knowledge of melodic development, is sufficient, 
when made practically familiar, to enable an ordinary person to improvise easily a great number of simple, correct, and 
pleasing passages. Practical knowledge of harmony can be attained only by systematic study of chords and progressions, 
perseveringly continued until the mind is as familiar with them as with the words and phrases of common language, and they 
can be played with the utmost readiness. The following series of exercises are therefore proposed for those pupils who 
desire to enjoy the pleasure of improvisation. 

§ 90. First Series of Exercises. — Directions: Transpose in writing the examples of § 181, then practice some of 
them daily without notes until all the chords in all keys are equally familiar, and every difficulty vanishes. Great assist- 
ance, at first, may be derived from stating aloud the name and scale-relationship of each chord as it is played: No. 3, * 
§ 181, for example, when played in the key of D, would be described thus : Triad of D Major, I in D Major. Triad of 
G Major, IT, in D Major. Triad of A Major, V, in D Major, &c. (1) 

§ 91. Second Series of Exercises. — Directions: Write all the Dominant and Diminished Seventh Chords, with all 
their positions and resolutions, in the same manner that those belonging to C, Major and Minor, are written in § 184. 
Then, by daily practice, attain a complete mastery of them. 

.§ 92. Third Series of Exercises. — Directions: That faulty progressions may be avoided, first attempts at impro- 
vising should conform to the principles explained in § 182. But more freedom of movement will soon be demanded. 
The following scale-harmony illustrates how chords may be well connected without strict adherence to those principles. 
Transpose and practice until all keys are equally familiar. Name all the chords at first. 

KEY OF C. - SCALE HARMONIZED. 




§ 93. Fourth Series of Exercises. — Directions : All the chords known to the pupil may now be employed in Mod-* 
ulation — which may be defined as any agreeable manner of conducting a succession of chords from one key to another. 
A few illustrations only can be given here. To make them valuable, they must first be fully understood, and then 
practiced until they can be used at any time, either in writing or upon the key-board, beginning in any key, without the 
possibility of being puzzled or lost. No. 1 is complete. Nos. 2, 3, and the last modulation of No. 4, should be carried 
out in a similar manner. 

(1) Some may prefer the following names, which are employed in many works on Harmony ; viz. : I is called the Tonic ; II, the Supertonic ; HI, the Mediant ; 
IV, the Sub-dominant; V, the Dominant; VI, the Sub-mediant; VII, the Leading-note. Then, instead of naming the chords as above, the pupil would say: Triad 
of D major, Tonic in D major, etc 
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1. Modulation effected by treating the same chord as belonging, first, to that key in which it is the Triad of I, 
and second to that key in which it is the Triad of V. 



No. 1. 
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2. Modulation effected by treating the same chord, first, as the Triad of I, and second as the Triad of IV, in a new 



No. 2. 
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3. Any Dominant Seventh Chord that contains one note of the chord preceding it, may be employed to effect an 
abrupt modulation into its own key. 



No. 3. 
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4. Any DominantrSeventh Chord may be changed into any other Dominant-Seventh Chord that containes one of its 
notes. 

No. 4. 
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5. A Dominant-Seventh Chord may be changed into a Diminished-Seventh Chord by moving the finger which plays 
its root one key, black or white, to the right, — in other words, by sharping its root. Each Diminished-Seventh Chord 
may be changed into one of four Dominants by moving either of the fingers one key to the left 
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Notice that in each of the above modulations and changes one note, at least, belongs to both the modulating chord 
and the chord preceding it, and that it is in the same part in both chords. 

§ 94. The Construction of Melodies. — A succession of tones so regulated and modulated as to please the ear 
is called a melody. Analysis divides a melody into phrases, and subdivides a phrase, until a very few tones only are 
found to express the leading ideas upon which the whole is constructed, or from which it is developed. A musical idea, 
thus expressed by a few tones, which may be variously employed in the construction of a melody, is called a Motivo. 

A- 

This group \)f three notes, for example: . fo r 0 0 p — represents a motivo. It may be repeated, forming a measure 




H)- ff r . b -— f 

like this: — £-^"T ~ " ' ^ ^ ^ rans P ose( ^ no ^ * n ^° ano ^ ier key, *° another place in the same key, 



motivo is represented by the following two tones : 



= , and may receive other transformations without losing its identity. Another 
i: 



S3 



or, reversed, thus ; 



SI 




It also may be repeated and transposed or expanded, thus : 



—*-m- or, repeated reversed, and transposed, all at the same time, thus 
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fi frn,S ? 86 11 m ^ eeGn an lUustration of som e of the many ways in which an interesting composition may be con- 
ZrtZ t Ta * , T W ° S - In the 6rst measure the first motiw is repeated. In the second measure the second 
m mtr °7 + ced ; and ? hen Teve ™ d an <* transposed. The ninth and tenth measures are treated as an extended motive, 
and transposed to form the eleventh and twelfth measures. The harmony of these measures being treated in the same 
manner, they produce what is called a Sequence. The sixteenth measure is formed from the second motivo twice trans- 
posed and reversed. 

tW ?u a b 7° nd - t + he S< l° pe ° f } hk WOrk to treat the construction of melodies ; but enough has been said to show 
mat it is a very interesting and important subject for those who wish to compose or improvise/* 

§ 95 Interludes are short instrumental passages between the stanzas of vocal music. The great number of tunes 
m use, and the many hymns, expressing widely different sentiments, which are sung to each one of them, make it hardly 
possible that written mterludes should, in all cases, be appropriate, or that, when they are exclusively Used, incongruous 
and unpleasant effects should be wholly avoided. It is, therefore, very desirable that players should be able to compose, 
extemporaneously, interludes which express the spirit of the hymn and tune sung, and so give life and animation to the 
whole performance. A good way to secure appropriateness and unity is to construct interludes upon motivos from the 
tunes themselves. This is not invariably necessary ; for sometimes a contrast is pleasant, but generally unity will give 
better satisfaction. A few interludes illustrative of this subject are subjoined. They should be carefully analyzed in 
regard to both their melodic and harmonic construction. The first one is adapted to the tune called "The Shining Shore." 
The melodic motivos are very plainly taken from the tune. The harmonies are as follows : A passage of tenths, during 
which the tonic, G-, is sustained ; the triad of V in G ; triad of I in G; dominant seventh chord in C ; triad of I in C, 
with D, F|f, G| and A, as passing notes ; dominant seventh in G; triad of VI in G; chord of the seventh of II in the 
key of G— , composed of A, C, E, G; triad of I, fifth in the Base; dominant seventh; triad of I. 




The second example is adapted to the tune Boylston. The motivos are taken from the tune. The harmonies are 
these : Three positions of the triad of C, major ; the dominant seventh chord in F ; triad of I in F ; triad of V in F ; treated 
as triad of IV in G ; triad of V in G ; diminished seventh chord of B ; triad of IV in G ; part of the chord of the dom- 
inant ninth — the full chord would be D, Fjf, A, C, E ; triad of I in G ; triad of IV in G ; triad of I ; dominant seventh ; 
triad of I in G, changed by introduction of Fjf into crominant seventh chord in C. It is pleasant, at times, to end an inter- 
lude thus, pausing upon the dominant chord, that the singers may be in readiness, and then bringing in the first chord of 
the tune as the resolution of the seventh chord. 
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The third interlude is adapted to the tune Hebron and should be analyzed by the learner. 
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(1) The learner is advised to study a little work entitled " A Guide to Composition" by H. Wohlfahrt 
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The following interlude for the tune Duke Street mayalso be analyzed by the learner, with the exception of one chord, 
the fourth in the second measure, which has not been explained. Duke Street is written in different keys m the books in 
use. The interlude must, of course, be transposed, if played when the tune is in any other key than EK 



Slower. 




The remaining interludes cannot be analyzed without further discussion of the laws of composition. They are con- 
trapuntal,— that is, each of the parts has individuality,— in other words, is melodic. 



For "Duke Stkeet.' 
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The following interludes, adapted to the Old Hundredth, are constructed upon motivos from the tune. In the first 
one a motivo appears plainly in the Tenor part. In the second, a motivo is first heard in the Tenor, and then imitated in 
the other parts. 

r J. MOSENTHAL. 




The learner should now form short passages of four, six, or eight measures each, using such chords only as have 
been explained, and adhering closely to the principles of succession laid down. Attempts to produce that which is new 
and original are futile, except for those who have made the art of composition a thorough study. Those who have learned 
only what is contained in this work, may do what thousands have done before them — that is, play short and simple pas- 
sages within the scope of their present knowledge. 
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CHAPTER I. 

INTRODUCTION. 

ANALYSIS OF TONES. 

§ 96. Distinctions observable in Tones. Tones are readily 
distinguished as being relatively 

1st, Long or Short. 
2d, Low or High. 
3d, Soft or Loud. (1 > 

§ 97. Properties of Tones. It follows from the above 
that every tone has three essential properties, or conditions 
of existence : 

1st, Length. 

2d, Pitch. 

3d, Force. 

§ 98. Departments. Hence it is convenient to divide 
rudiments of music into three departments : - 

1st, That which treats of Length Rhythmics. (2) 

2d, That which treats of Pitch Melodics. 

3d, That which treats of Force Dynamics. 



(1) Tones may be also distinguished as vocal or instrumental, good or bad, 
etc., but the three distinctions above named are all from which are derived the 
knowledge of the essential properties, or conditions of tones, or all that is requisite 
to their existence. 

(2) Rhythmics, from a Greek word, signifying " to flow,"— measured move- 
ment Melodies, from a Greek word, signifying " a song or poem,"— a tune. Dy- 
namics, from a Greek word, signifying " to be able,"— power. The plural form of 
each of these words is taken as the name of a department, because as technical 
terms they comprehend everything that arises out of the properties of which they 
treat Thus, Rhythmics comprehends all rhythmic things, or whatever may be de- 
rived from the primary fact that tones may be long or short, or that length is a 
property of tones, including also rhythms, or the structure of phrases, sections and 
periods. Again, the term Melodics includes everything that may proceed from 
the primary distinction of low or high, or from the property of pitch; the word 
melody in its common use, is much more limited, and refers only to a pleasmg 
succession' of tones, or to a tune form. Dynamics also embraces not only the mere 
force of tones, but also their form of delivery. 



CHAPTER II. 

RHYTHMICS. 

TONES. NOTES. RESTS. 

§ 99. Names of Tones. Tones in this department are 
named by terms indicative of their relation in length or 
duration, as Whole, Half, Quarter, Eighth, Sixteenth, 
etc. 

§ 100. Representation of the relative length of Tones by Notes. 
The relative length of tones is represented by characters 
called Notes, the names of which correspond to those of 
the tones represented by them, as : 



Whole, 
CP 



Half, 
CP 



Quarter, Eighth, Sixteenth^ etc.<*> 



§ 101. Rests. Characters corresponding to notes in re- 
spect to length, and named from them, are used to indicate 
silence ; they are called Rests. 

§ 102. Paints of Addition. A point of addition, or dot, 
adds one half to the length represented by a note or rest. 
Double dots add three quarters to the length represented 
by a note or rest. 

§ 103. Mark of Diminution. A figure, employed as a 
mark of diminution, as 3, 5, 7, 9, &c, reduces the length 
represented by any three, five, seven, or nine equal notes 
to that of two, four, six, or eight of the same kind. Tones 
thjis represented, and groups of notes thus marked, are 
called Triplets, Quintlets, etc. 



(3) The following names are often used instead of the above mentioned : Semi- 
breve, Minim, Crotchet, Quaver, Semiquaver, Demisemiquaver, etc.. Notes are 
also used m connection with the staff, to indicate the melodic or pitch succession 
of tones. 
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CHAPTER III. 

RHYTHMICS. 

MEASUREMENT OF TONES. 

§ 104. Measures. — The relative length of tones is meas- 
ured (compared or estimated) by a division of time into 
equal portions, called Measures, and Parts of Measures/ 1 * 

§ 105. Measures indicated. — Measures and parts of meas- 
ures may be conveniently indicated, through the sense of hear- 
ing, by counting ; and, through the sense of seeing, by certain 
motions of the hand called Beats. Thus we are said to 
count or beat the time. 

§ 106. Different kinds of Measure and Accent. — The fol- 
lowing kinds of measure are in common use : — 

1. A measure having two parts, accented on the first, is 
called Double Measure. It may be indicated by counting 
one, two. 

2. A measure having three parts, accented on the first, is 
called Triple Measure. It may be indicated by counting 
one, two, three. 

3. A measure having four parts, accented principally on 
the first, and lightly on the third part, is called Quadruple 
Measure. It may be indicated by counting one, two, three, 
four. 

4 . A measure having six parts, accented principally on 
the first, and lightly on the fourth part, is called Sextuple 
Measure. It may be indicated by counting one, two, three, 
four, five, six. (2) 

§ 107. Syncope. — When a tone commences on an unac- 
cented part of a measure, and is continued on an accented part 
of a measure, the accent is inverted ; such a tone is called 
a Syncope, or a Syncopated Tone, and the note represent- 
ing it is called a Syncopated Note. (3) 

§ 108. Bars. — Vertical lines are used in notation to mark 
the boundaries of written measures ; they are called Bars. 

§ 109. Double Bar. — The end of a section or period, or 
the final close of a piece of music, or the end of a line in 
poetry, is often indicated by a Double Bar, or Close. 



(1) Measures and parts of measures are to music what days, months and years 
(also equal portions of time) are to the common occupations of life, or to history. 
They are the standard of measurement 

(2) Other kinds of measure are sometimes used, but further explanation is un- 



(3) Syncope, from two Greek words, signifying " to cut into," or " to cut off." A 
syncope cuts into, breaks up, contradicts, or violates the regular order of accent, 
While it is important that rhythmic accent should be observed, its constant me- 
chanical, or drum-like recurrence is stiff, ungraceful, and repulsive to good taste. 
Such an accent belongs mostly to music of an inferior character, or to that which 
makes its appeal to the mere external sense, calling forth, perhaps, in a public as- 
sembly, and even sometimes in a concert-room, a disagreeable rhyllmilc drumming 



§ 110. Varieties of Measure. — Parts of measures may be 
represented by any kind of notes, as half, quarter, eighth, 
etc., thus producing Varieties of Measure. (1) 

§ 111. Designation of the hind and variety of Measure. — 
Both the kind and the variety of measure are designated by 
figures, as in the representation of fractions, the numerator 
referring to the kind, and the denominator to the variety. 



CHAPTER IV. 

MELODICS, 

KEYS. SCALES. THE STAFF. 

§ 112. Keys, The Tonic. — Tones that agree, and produce 
a pleasing effect, either in succession or combination, are 
related to each other, and form families or systems, which, 
collectively, are called Keys. In every Key there is one 
tone more prominent than the others, which, in the shortest 
passages, and even when omitted may be felt to influence 
them, and is the only one upon which a long succession or 
series may satisfactorily end. It is called the Tonic or Key- 
tone.^ The qualities of the tonic are not inherent in the 
tone itself, but depend upon its association with the compo- 
nent tones of its key. Every tone therefore becomes a 
tonic whenever the tones of its Key are employed. 

*§ 113. Scales. — When the tones of a Key are arranged 
in progressive order, ascending by regular gradations from 
the tonic, or descending to it they form what is called a Dia- 
tonic Scale. (3) There are two kinds of Diatonic scales, the 
major and the minor, and twelve scales of each kind. 

§ 114. Number and Names of Scale-tones. — Each scale con- 
sists of eight successive tones ascending, or descending. 
These are named from numbers. The Key-tone is called 
One. Those, above it, in ascending series are Two, Three. 
Four, Five, Six, Seven, Eight. 



or stamping with the feet The march and the dance are much dependent upon it, 
though in the better forms of these classes of music, it is often concealed by higher 
properties for a short time, or as long as the feet may be trusted without it Rhe- 
torical accent or emphasis, or that which belongs to emotion, expression, or to 
poetical thoughts or ideas, on the contrary, is essential to a tasteful or appropriate 
performance, and should receive much attention. The common rules for accent 
are, therefore, liable to many exceptions. 

(1) Varieties of measure merely furnish different signs for the same thing. To 
the ear they are the same, to the eye only do they differ ; the movement or degree 
of quickness depending not on the kind of notes, which represent no positive but 
only a relative length. 

(2) This tone is very frequently called the Key-note, the word note being used 
in the sense of tone. 

(3) Scale from the Latin Scala, signifying a ladder. Diatonic from two Greek 
words, Dia and Tonus, signifying through the tones, or from tone to tone. 
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§ 115. The Staff.— Scales are indicated by a character, 
consisting of five parallel, horizontal lines, together with 
their intermediate spaces, called The Staff. 

§ 116. Each line and each space of the Staff is called A 
Degree (place or position by which the scale-pitch may be 
represented) ; thus the staff contains nine degrees, there 
being five4ines and four spaces. 

§ 117. When more degrees than nine are needed, lines 
and spaces above or below the Staff are used, called Lines 
above, or Spaces above, or Lines below, or Spaces below. 

§ 118. Any degree of the staff may be fixed upon to indi- 
cate the tone One ; but when this is determined the others 
must follow in proper order. 

§ 119. The position of the scale is represented, and also 
the melodic succession of tones is indicated by notes writ- 
ten upon the staff. (1) 



CHAPTER V. 

MJElLODICS. 
ABSOLUTE PITCH. MODEL SCALE. CLEFS. 

§ 120. Absolute Pitch. — Pitch, considered independently 
of scale relationship, is called Absolute. It is named from 
letters, and is designated by them, as A, B, C, D, E, F, G. 

§ 121. The model Scale. — That major scale, whose tones 
are produced by the white keys of the Piano-forte, and 
which is indicated in the notation more simply than the 
others, and therefore is usually learned first, is based upon 
C. 0 is One, D is Two, E is Three, F is Four, G is Five, 
A is Six, B is Seven, C is Eight. (2 > 

§ 122. Absolute pitch is connected with the staff repre- 
sentatively by the application of one of the letters, which, 
when thus used, is called a Clef. (3) 

§ 123. There are two clefs (clef-letters) in common use, 
F and G. (4) 



(1) Notes are primarily rhythmic characters, indicating length ; but they are also 
used for the above-named purpose. It should be understood, however, that it is 
only the length and order of succession of tones which are indicated by them; the 
pitch-relation being indicated exclusively by the staff. The note itself indicates 
length, and the degree of the staff, on which it is placed, indicates pitch. 

(2) C is taken again for eight, because, when the scale is extended, the same tone 
which is eight in its relation to the tones below it, becomes one in relation to those 
which are above it. 

(3) Clef (French) signifying key ; thus, the clef is a key, clue, or guide to absolute 
pitch. 

(4) Formerly all the seven letters were used, being written together at the com- 
mencement of the staff. 



§ 124. The F Clef.— The F clef is placed upon the fourth 
line, and designates F as the pitch indicated by that line ; 
consequently C (One of the model, or C scale) must, in this 
case, be indicated by the second space . a) 

§ 125. The G Clef.— The G clef is placed upon the second 
line, and designates G as the pitch indicated by that line ; 
consequently C (One of the model, or C scale) must, in 
this case, be indicated by the line below. 



CHAPTER VI. 

UPPER AND LOWER SCALES. 

§ 126. The tone called Eight is also One of a scale above 
it, and eight of that scale is also one of a scale still higher. 
The tone called One is also Eight of a scale below it, and 
one of that scale is eight of a scale still lower. All these 
higher and lower scales belong to the same key, and with a 
slight modification of pitch, are severally duplicates one of 
another, their component tones being named relatively and 
absolutely alike. (2) 

§ 127. Entire Scale of Tones. — The entire compass, or 
great scale of sounds appreciable by the human ear, con- 
sists of nine octaves, including one hundred and eight tones 
(more or less), which may be thus represented. (3) 

First, or lowest octave. Second octave. Third octave. 

A x f A ^ f * 

CDEFGABCDEFGABCDEFGAB 

Fourth octave. Fifth octave. Sixth octave. Seventh octave. 

c d e f g a b c (4) d e f g a b cd ^fg^bcdefgab 

Eighth octave. Ninth, or highest octave. 

cdefgabcdefgabc 



(1) It should be understood that a clef is merely a letter differing in shape from 
its ordinary form. 

(2) Tones are produced by vibrations ; those of the Piano-forte by vibrations of 
strings. The ear is less effected by the actual rapidity of vibrations (absolute pitch; 
than by ratios of vibrations (relative pitch). Thus, the ear is comparatively indif- 
ferent as to whether the tones called One, Two and Three are produced by 24, 27, 
and 30, or, an octave higher, by 48, 54 and 60, or, an octave higher still, by 96, 108 
and 120 vibrations in a given time ; but it imperatively demands that the ratio 
between One and Two shall be as 24 to 27, and the ratio between Two and Three 
as 27 to 30. 

(3) It is not intended to state with exactness the full compass or extent of tone- 
range ; the number depends upon the perceptive power of the human ear. By 
some writers, the number is extended to one hundred and twenty, or more. In es- 
timating the number of tones, the intermediate tones are, of course, included. 

(4) This once marked small c, being about the center of the great range or com- 
pass, is cabled middle c. 



228 



MASON AND HOADLPS METHOD FOR THE PIANO FORTE. 



§ 128. Compass of the Piano-forte. — The usual compass of 
the Piano-forte consists of about seven octaves, extending 
from A to a, or from C to c. 

§ 129. Absolute Pitch of the Clef Letters. — The F clef in- 
dicates the small f in the fourth octave of the entire com- 
pass of tones, and the G clef indicates the small once- 
marked g in the fifth octave. 



CHAPTER VII. 

MELODIC S. 
INTERVALS. 

§ 130. Intervals. — The difference of Pitch between any 
two tones is called an Interval. 

§ 131. Intervals are reckoned by counting the degrees of 
the. staff, or the letters which designate tones, always from 
the lower tone to the higher, unless otherwise expressed. 

DIATONIC INTERYALS. (1) 

§ 132. Between two tones of the same pitch there is no 
interval ; such tones are called Unison, or said to be in 
Unison. 

§ 133. The interval between one and two, or two and 
three, or between any two tones designated by contiguous 
letters is called a Second. 

§ 134. The interval between one and three, or two and 
four, or between any tone and the tone designated by the 
next letter but one above its letter is called a Third. (2) 

§ 135. The interval between one and four, or two and 
five, etc., is called a Fourth. 

§ 136. The interval between one and five, or two and 
six, etc., is called a Fifth. 

§ 137. The interval between one and six, or two and 
seven, etc., is called a Sixth. 

§ 138. The interval between one and seven, or two and 
eight, etc., is called a Seventh. 

§ 139. The interval between one and eight, or two and 
nine (two of the next series), etc., is an Octave. 



(1) Diatonic, because produced by skips in diatonic scales. 

(2) When the order of the tones of an interval is reversed, it is said to be inver- 
ted. Thus the interval one to two, a Second, becomes, when inverted, still reckon- 
ing from the lower tone to the higher, two to one, a Seventh. One to three, a Third 
becomes, when inverted, three to one, a Sixth. And so on. • 



CHAPTER VIIL 

MELODIC S. 

CHROMATIC SCALE. CHROMATIC INTERVALS. 

§ 140. The Chromatic Scale. — A series of tones, produced 
upon the Piano-forte by playing in succession all the black 
and white keys in an octave, is called The Chromatic 
Scale. (1) It has no key-tone, and may commence or end 
with any tone. 

§ 141. Tones produced by Black keys. — The tones pro- 
duced by the Black keys are named from those produced 
by the white keys between which the black ones occur, 
with the addition of either the word sha^p or flat affixed. 
Thus the tone between C and D is named C Sharp or D 
Flat. The same principle is applied to the naming of the 
tones of all the other black keys. 

§ 142. The tones of the black keys are indicated by mod- 
ifications of those degrees of the staff from which they are 
named ; thus the tone named 0 sharp is indicated by the 
same degree of the staff as the tone named C, but modified 
by a character prefixed to it, called a Sharp ($). So also 
the tone named A flat is indicated by the same degree of 
the staff as the tone named A, but modified by a character 
prefixed to it called a Flat (b). The same principle of 
modification is applied to certain tones that are produced 
by white keys ; thus the tone named C is sometimes in- 
dicated by the same degree of the staff as the tone named 
B, but modified by a sharp prefixed to it. This principle of 
modification is also carried still further ; thus the tone 
named G is sometimes indicated by the same degree of the 
staff as the tone named F, but modified by a character pre- 
fixed to it, called a Double Sharp (*). 

§ 143. The effect of Sharps and Flats, in Piano-forte mu- 
sic, may therefore be stated as follows : (2) When a sharp is 



(1) Chromatic. — From a Greek word, signifying color. It is said that the interme- 
diate tones were formerly represented by notes written with colored ink, and hence 
the name. The term may also have a figurative meaning, since chromatics in mu- 
sic, expressive of various degrees of intensity of feeling, may be regarded as analo- 
gous to the light and shade, or coloring in painting. 

(2) The use of these characters furnishes three names to every key but one of the 
twelve in the octave, as exhibited in the following diagram : 
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employed, the key to be struck is always the next one, 
black or white, to the right of that one which should be 
struck if there were no sharp. When a Flat is employed 
the next key, black or white, to the left, is to be struck. 
When a double sharp is used the next key but one to the 
right is to be struck. A double flat indicates the next 
key but one to the left. 

§ 144. The significance of a flat or sharp, unless it is in 
the signature (See § 154), extends only through the meas- 
ure in which it occurs. 

§ 145. The significance of a flat or sharp is terminated 
by a character called a Natukal,^)^ which always indicates 
a white key. 

MAJOR, MINOR, DIMINISHED, AND AUGMENTED 
INTERVALS. 

§ 146. Seconds. — 1. A second, consisting of tones pro- 
duced by two contiguous keys of the Piano-forte, black or 
white, is called a Minor (small) Second. 2. A second, con- 
sisting of tones produced by any key, and the next key but 
one to the right of it, black or white ; or, in which one key, 
black or white, is skipped between that producing the lower 
tone and that producing the higher, is a Major (large) Sec- 
ond. 3. A second, in which two keys, black or white, are 
skipped, is an Augmented Second. 

§ 147. Thirds. — 1. A third, in which one key is skipped, 
is Diminished. 2. A third, in which two keys, black or 
white, are skipped, is Minor. 3. A third, in which three 
keys, black and white, are skipped, is Major. 

§ 148. Fourths.— 1. A fourth, in which three keys are 
skipped, is Diminished. 2. A fourth, in which four keys 
are skipped, is Perfect. 3. A fourth, in which five keys 
are skipped, is Augmented. 

§149. 'Mfths.—l. A fifth, in which five keys are skipped, 
is Diminished. 2. A fifth, in which six keys are skipped, 
is Perfect. 3. A fifth, in which seven keys are skipped, 
is Augmented. 

§150. Sixths.— I. A sixth, in which seven keys are skip- 
ped, is Minor. 2. A sixth, in which eight keys are skipped, 
is Major. 3. A sixth, in which nine keys are skipped, is 
Augmented. 

§ 151. Sevenths.— 1. A seventh, in which eight keys are 
skipped, is Diminished. 2. A seventh, in which nine keys 
are skipped, is Minor. 3. A seventh, in which ten keys 
are skipped, is Major. 

§ 152. Octave.— An octave, in which eleven keys are 
skipped, is Perfect. 



m'The name of this character is an unfortunate one, since its tendency is to 
m slead the pupiL It signifies not that one tone is in fact more natural than an- 
other-indeed the term cannot be said to apply to the tone, but merely to the pre- 
vious mark (flat or sharp), showing that its significance is noW at an end. If it was 
called a Cancel, its name would more clearly indicate its office. 



CHAPTER IX. 

MELODIC S. 
MAJOR SCALES THAT REQUIRE BLACK KEYS. 

§ 153. Order of Intervals in Major Scales. — All the Major 
Scales conform to a certain law in the order of the intervals 
between their tones. Any tone of the chromatic scale may 
be taken as One ; the other tones follow, in ascending, each 
a Major second above the preceding, except four, which is 
only a Minor second above three, and eighty which is only a 
Minor second above seven. The following formula exhib- 
its this order to the eye : 

i, fi ii, $1 in, iv, $1 v, A n 4 vii. vm.<» 

© o © o © 

The white keys of the Piano-forte produce the tones of 
the key of C (2) in exact conformity to this law, but all the 
other scales require one or more black keys ; the nota- 
tion also is so arranged that the scale of C is indicated with- 
out sharps or flats, while all other keys require one or more 
of them. 

§ 154. The Signature. — Each key is noted at the com- 
mencement of the staff, immediately after the clef, by sharps 
or flats, indicative of its component tones. Such an indica- 
tion of the key is called The Signature. 

§ 155. The relative order of succession of keys, together 
with the signature of each, is exhibited in the following 
table : (8 > 

First. — Each key a fifth above the preceding key. 
Key of G. Signature, one sharp, or F$. 
Key of D. Signature, two sharps, or F$ and C$. 
Key of A. Signature, three sharps, or F$, C# and G$. 
Key of E. Signature, four sharps, or F#, C#, Gj and Djf. 
Key of B. Signature, five sharps, or F#, Cjf, G#, D$ and Aj. 
Key of Fjf. Signature, six* sharps, or Fjf, C(f, Qj, Djf, 
Ajf and Ejf. 

Key of Cjf. Signature, seven sharps, or Fjf, Cjf, Gjf, Dfl, 
Ajf, E$ andBjf. 



(1) Roman numerals are used throughout this work to indicate Scale- 
relationship. 

(2) The key of C has usually been called natural, or the natural key, but since 
the term natural, as here used, refers not to the scale itself, but to the mere notation 
of the scale ; and since the key of C" is, in reality, no more natural than any other ; 
we prefer to follow the example of those modern writers on music who have, with 
much propriety, designated it as the model key. 

(3) Those keys, which have the greatest number of tones in common, are said to 
be the nearest rekted ; for example, the key of C has all its tones in common with 
the key of G but one, viz., F ; and the key of G has all its tones in common with 
the key of C but one, viz. F#; hence, these two keys are nearly related; so also 
of other keys. 
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Second. — Each key a fourth above the preceding key. 
Key of F. Signature, one flat, or Bk 
Key of Bk Signature, two flats, or Bl? and Ek* 
Key of Ek Signature, three flats, or Bk and Ak 
Key of Ak Signature, four flats, or Bk Ek A I? and Dk 
Key of Dk Signature, five flats, or Bk Ek Ak Di? and Gk 
Key of Gk Signature, six flats, or Bk Ek Ak Dk Gi? 
and Ck 

Key of Ck (1) Signature, seven flats, or Bk Ek Ak Di?, Gk 
Ct> and Fk 



CHAPTER X. 



MELODIC S, 



MINOR SCALES. 



§ 156. Order of Intervals in Minor Scales: — Minor Scales 
differ from Major Scales in the order of the intervals be- 
tween their tones. There are different forms in common 



use. 



First Form: (The Harmonic Minor Scale.) 

I, Key omitted. II, III, Key omitted. IV, Key omitted. V, VI, 
Two keys omitted. VII, VIII. 

The model scale in this form consists of the tones — 
A, B, C, D, E, F, Gjj, A. 

Second Form. (The Melodic Minor Scale.) 

I, Key omitted. II, III, Key omitted. IV, Key omitted. V, Key omitted. 
VI, Key omitted. VII, VIII. 

This form is Minor only in its lower tones, the upper 
part of the scale being Major. It is commonly used only 
in ascending, the scale taking-the first form in descending. 
The model scale in this form consists of the tones — A, B, 
C, D, E, F#, Gj, A. 

§ 157. It is not customary to write signatures for the 
Minor scales fully indicative of their component tones. 
Each Minor scale is so nearly identical with some one major 
scale that the signature of the Major key, with an accidental 
sharp or natural for seven, and in some forms also for six, 
is sufficient to indicate the Minor key. 

§ 158. Parallel Minor and Major. — Minor and major scales 
which are indicated by the same signature, are said to be 
Parallel (or relative) each to the other. 



(1) Db indicates the same key as C# ; F# the same as Gb, and B the same as C^. 
Both ways of noting these keys are employed by composers. 



§ 159. Six (VI) of each Major scale is One (I) of its 
parallel Minor ; Three (III) of each Minor scale is One (I) 
of its parallel Major. 

§ 160. The relative order of succession of keys together 
with the signature of each, is exhibited in the following 
table. 

First. — Each key a fifth above the preceding key. 
Key of E Minor. Signature, one sharp, or F$. 
Key of B Minor. Signature, two sharps, or F$ and C$. 
Key of F;jj; Minor. Signature, three sharps, or F$, Qjjl, and 
■Gjf. 

Key of Qjt Minor. Signature, four sharps, or F$, C$, G$, 
and D$. 

Key of G# Minor. Signature, five sharps, or F$, C$, G$, 
Dfl, and Afl. 

Key of D$ Minor. Signature, six sharps, or F$, Qjjl, G$, 

Dfl. Ajj, and Ej. 
Key of Ajjl Minor. Signature, seven sharps, or Fjf, C$, G#, 

Dfl Afl Efl and Bfl. 
Second. — Each key a fourth above the preceding key. 

Key of D Minor. Signature, one flat, or Bk 

Key of G Minor. Signature, two flats, or Bk and Ek 

Key of C Minor. Signature, three flats, or Bk Ek and AK 

Key of F Minor. Signature, four flats, or Bk £k AK 
and Dj*. 

Key of Bi? Minor. Signature, five flats, or Bt?, Ei?, Ak Dk 
and Gk 

Key of Ei? Minor. Signature, six flats, or Bk Ei?, At?, Dt?, 
G>, and Ck 

Key of Ai? Minor. Signature, seven flats, or Bk Ei?, Ai?, Dt?, 
Gk Ck and Fk 



CHAPTER XI. 

MELODIC S. 
PASSING TONES. SHAKE AND TURN. 

§ 161. Connecting tones, tasteful or graceful, are often 
introduced into a melody ; they are called Passing Tones. 
They are sometimes represented by notes of a smaller size 
than those in which the music is mostly written, though this 
distinction is not always observed. 

§ 162. A passing tone, or group of passing tones, which 
is closely connected with the following essential accented 
tone, is called an Appoggiatura 
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§ 163. A passing tone, or group of passing tones, which 
is closely connected with the preceding essential accented 
tone is called an After-tone. 

§ 164. A rapid alternation of a tone with the conjoint 
tone above it, at an interval of either a step or a half-step, 
is called a Trill or Shake. It is indicated by the abbrevia- 
tion tr. 

§ 165. Atone struck in rapid succession, with the conjoint 
tones above and below it, so as to produce a winding or turn- 
ing melodic motion or movement, is called a Turn. It has 
a variety of forms, and, when not written in full, is indi- 
cated by a sign, thus <a». 



CHAPTER XII. 

DYNAMICS. 

FORCE OF TONES. 

§ 166. Mezzo. — A tone of medium force is called Mezzo 
(pronounced met-so) ; such a tone is indicated by the term 
mezzo, mez., or m. 

§ 167. Piano. — A tone somewhat softer than Mezzo, or 
a soft tone, is called Piano (pee-ah-no, or p'yah-no), and is 
indicated by the term piano, pia., or p. 

§ 168. Forte. — A tone somewhat louder than Mezzo, or 
a loud tone, is called Forte (fOre-tay, or fi3re-te), and is in- 
dicated by the term forte, for. orf. 

§ 169. Pianissimo. — A tone softer than Piano is called 
Pianissimo (pee-ah-nis-si-mo, or p 7 yah-nis-si-mo), and is in- 
dicated by pp. 

§ 170. Fortissimo. — A tone louder than Forte is called 
Fortissimo (fGrtis'-si-mo), and is indicated hyff. (1) 



CHAPTER XIII. 

DYNAMICS. 

FORMS OF TONES. 

§ 171. Although tones cannot be long-sustained upon 
the Piano-forte, yet, by rapid reiteration and otherwise, 
effects analogous to those produced by the different forms 
of vocal tones are often heard from the instrument. 

§ 172. Organ FormP — A tone or passage commenced, 
continued, and ended with an equal degree of force, is 



(1) There are also modifications of the above mentioned degrees of force, as 
Mezzo-Forte, Mezzo-Piano. Mezzo, Piano, and Forte are Italian words which are 
universally used as technical terms in music. The instrument called the Piano- 
Forte derives its name from these words. It should not be called Piano-ifarJ, but 
Piano-Fortay or Piano F6r-te. 

(2) The Organ Tone takes its name from the organ pipe, which can only pro- 
duce a tone of one equal degree of power. 
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It may be in- 



, called an Organ Form, or an Organ Tone. 
dicated by parallel lines, thus : ZZZZ 

§ 173. Crescendo. — Atone or passage commencing Piano, 
and gradually increasing to Forte, is called Crescendo (ere- 
shen-do). It is indicated by cres., or by two divergent lines, 
thus: 

§ 174. Diminuendo. — A tone or passage commencing 
Forte, and gradually diminishing to Piano, is called Decres- 
cendo or Diminuendo (de-cre-shendo or dim-in-oo-6ndo). 
It is indicated by decres., dim., or by two convergent lines, 
thus : 

§ 175. Swell. — A union of the Crescendo and Decres- 
cendo produces the Swell Form : indicated by the union of 
the divergent and convergent lines, thus : — <rr>— 

§ 176. Sforzando. — A tone which is produced very sud- 
denly and forcibly, and instantly diminished, is called Sfor- 
zando, or Forzando (sfort-shan-do or fl3rt-sh6ndo). It is 
designated thus > , or by sf., or/z. 



CHArTER XIV. 



HARMONY. 



CONSTRUCTION OF CHORDS. 



§ 177. Chords. — A combination of harmonious tones, 
simultaneously performed, is called a Chord. Chords are 
reckoned, like intervals, by counting either the letters, which 
designate tones, or the degrees of the staff upward, from a 
certain tone, which is called the Root of the chord. Each 
chord is named from its root, and every conceivable arrange- 
ment of its component tones, receives the same name. 

§ 178. Triads. — 1. A chord composed of Root, Major 
Third, and Perfect Fifth, is called a Major Triad. 2. A 
chord composed of Root, Minor Third, and Perfect Fifth, 
is called a Minor Triad. 3. A chord composed of Root, 
Minor Third, and Diminished Fifth, is a Diminished Triad. 

There are seven different combinations of the musical let- 
ters, which, modified by sharps and flats, are sufficient to 
designate all possible tri&ds. The following table Exhibits 
them, with the first combination repeated several times to 
.show its modifications. Some of them are seldom used. — 
The other triads may be modified in a similar manner. 



Major. 



TABLE. 
Minor. Dim. 
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§ 179. Chords of the Seventh. — 1. A chord composed of 
Root, Major Third, Perfect Fifth and Minor Seventh, is 
called a Chord of the Dominant Seventh. There are 
twelve such chords, one only for every key, whether Major 
or Minor. The Root is always V, (Five of the scale,) the 
third VII, the Fifth II, and the Seventh IV. 2. A chord 
composed of Root, Minor Third, Diminished Fifth, and Di- 
minished Seventh, is called a Chord of the Diminished 
Seventh. There are, in name and to the eye, twelve such 
chords, one for every Minor key ; but upon the key-board 
of the Piano-forte, and to the ear, there are only three of 
them. Each one belongs to four Minor keys. Thus, in 
A Minor, this chord is G# (VII), B (II), D (IV), F (VI). 
The same keys of the instrument produce the chord, which, 
in C Minor, is named Bj} (VII), D (II), F'(IV), A}? (VI); 
and, in Fjf Minor, is named E$ (VII), G# (II), B (IV), 
D (VI) ; and again, in E{? Minor, is named Dfe (VII), F 
(II), A> (IV), C> (VI). 

§ 180. — The difference between Minor and Major Keys 
is as clearly illustrated by chords, as by scales. Thus, 
the triad of I in the key of A Minor, is a Minor 
triad, A, C, E. The triad of I, in A Major, is a Major 
triad, A, C#, E. The triad of IV, in A minor, is D, F, A ; 
in A Major, it is D, F$, A. The triad of VI. in A Minor, 
is a Major triad F, A, C. The triad of VI, in A Major, is 
a Minor triad, F$, A, C$. The chord of the Dominant 
Seventh is always the same in both Major and Minor keys. In 
A, Major and Minor, it is E (V), G# (VII), B (II), and 
D (IV). 



CHAPTER XV. 



HARMONY. 



SUCCESSIONS AND KESOLUTIONS OF CHORDS. (1.) 

§ 181. Successions of ■ Triads. — 1. The Triad of V, may- 
follow the Triad of I, or be followed by it, with a uniform- 
ly good effect. A great variety of simple Dance and Mili- 
tary music, is composed almost wholly of these two chords. 
(See Example No. 1, below.) 2. The Triad of IV may fol- 
low that of I, or be followed by it. 3. The Triad of IV 
may be followed by that of V, provided the interval of a 
perfect fifth is not so placed in the latter chord as to pro- 
duce an unpleasant effect. 4. The Triad of VI may follow 
that of I, and be followed by that of IV, with good effect. 
All these successions may be used in every Major and 
Minor key. 



(1) To discuss folly the principles involved in Successions of Chords would 
require a volume, and is entirely beyond the scope of this work. A few only of 
the most simple progressions and resolutions, which can easily be produced upon 
the key-board by pupils, are deemed sufficient 



EXAMPLES. 

KEY OF C MAJOR. 



No.l. 



No. 2. 



.3 gW 



.(21. 



IP 



S 



> cd 
cr 1 uh 



o 



sopran o pa rt. 

VAIto part. 

-Tenor part. 



Ba ne part. ~ 



-jsi 



-zt. 



'JSL 



II 



No. 3. 



No. 4. 



o 

■s 



1? 



s 



03 

s 



C3 



* 13 



23 



> Hi 



Eft 



ZZ2L 



II 



No. 1. 



1 



KEY OF C MINOR, 



E 



No. 2. _s 



o 



o 
■d 

•c 



3&- 



m 



ISC 



lis 



s 



No. 3. 



»d 

■I 




m 



32 



II 



(2) The word part is here used technically, to designate a single succession of 
tones which might, for example, be sung by a voice simultaneously with one or 
more other successions, either sung or played. ^ 
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§ 182. The principles involved in the successions of chords 
shown in the foregoing examples, are as follows : 

1. When a note belongs to two successive chords it is 
written in the same part in the second chord as in the first. 
For example : Gr belongs to both the first and second chords 
of No. 1. It is placed in the Alto in the second chord be- 
cause it is there in the first ; thus it connects the two chords 
together. 2. When a chord contains no note that belongs 
to the preceding chord, contrary motion of the parts — the 
Base ascending and the upper parts descending, or the 
reverse, — is employed. For example : the second chord 
in No. 3 is F, A, C, and the third chord is G, B, D. There 
is no note that belongs to both chords. Contrary motion 
is much more pleasing than would be parallel motion, thus ; 



m 



1 



§ 183. Resolution. — Chords of the seventh, unlike triads, 
do not produce satisfactory effects by themselves, but de- 
mand to be followed by other chords upon which they are 
said to Resolve. 

§ 184. Resolution of the Dominant Seventh chord. — The 
Dominant Seventh chord may be resolved upon the triad 
of I, or the triad of VI, Major or Minor. 

LAW OF RESOLUTION UPON THE TRIAD OF I. 

1. The Root of the dominant, when in the Base, ascends 
or descends to the root of the triad ; when in either of the 
other parts it remains and becomes the fifth of the triad. 
2. The Third ascends to the root of the triad. 3. The 
Fifth, generally descends to the root of the triad. 4. The 
Seventh descends to the third of the triad. In the key of C 
Major or Minor, for example, 

The Seventh, F, is followed by E or Ek 

The Fifth, D, is followed by C. 

The Third, B, is followed by C. 

The Root, G, is followed, in an upper part, by Gr. 

The Root, G, is followed, in the Base, by C. 

KEY OF C MAJOR. 
Boot in the Base. Third of the Dom. Chord in the 



Fifth of Dom. Chord in Base. Seventh of Dom. Chord in Base. 



U U A± M 



t 



t> o 

a | 

o *C 



I 



t> Op 

i li 



3 

i 

Q 



t-4 

o 



o 

a 1 



KEY OF C MINOR.' 




i&C. 



&c. 



r 



&c. 



A J 



&c. 



I 




LAW OF RESOLUTION UPON THE TRIAD OF VI. 

1. The Root y and Third of the dominant, ascend to the 
root and third of the triad. 2. The Fifth and Seventh de- 
scend to the third and fifth of the triad. In the key of C, 
Major and Minor, for example, 

The Seventh, F, is followed by E or Ek 

The Fifth, D, is followed by C. 

The Third, B, is followed by C. 

The Root,. G, is followed by A or Ak 
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KEY OF C MINOR. 




h-5 



E 



; 4 z 



I 1 



§ 185. Resolution of the Diminished Seventh Chord. — The 
Diminished Seventh chord may be resolved upon the triad 
of I in the Minor key. Its law of resolution is the same 
as that of the dominant seventh upon the triad of VI. 

KEY OF C MINOR. 

Dim. 7th. Triad of I. Dim. 7th. Triad of I. Dim. 7th. Triad of L 

I 



- r? m- 



II 



4* p. 
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CHAPTER XVI. 

THEORY OF FINGEEING. 

INTRODUCTION. — ANALYSIS OF PASSAGES. 

§ 186. Classes of Passages. — Although compositions for 
the Piano-forte are innumerable, yet analysis shows that 
in regard to fingering, the materials composing them may 
all be arranged into Three Principal Classes, and that 
certain general rules for playing may be given, which, 
though subject to exceptions, are mainly correct, and greatly 
assist the learner. • 

1. The First Class comprises all passages in which, while 
the body of the hand is held quiet in one position, £he fin- 
gers play the keys directly under them. 2. The Second 
Class comprises Scales, and all passages derived or formed 
from scales. 3. The Third Class comprises Chords, and all 
passages derived or formed from chords. 



CHAPTER XVII. 

CJASSES OF PASSAGES. GENERAL RULES. 

§ 187. First Class. — This class includes the Five Finger 
passages — so called because the hand covers five keys, and 
each finger plays only the key directly under it ; also those 
in which the fingers extend over six, seven, or eight keys, 
and play the keys under them while the body of the hand 
remains unmoved. It includes likewise those passages in 
which the position of the hand is frequently.changed by 
Contraction or Extension, and the Interlocking passages, 
in which one hand constantly passes over the other to a 
new position. 

§ 188. The First General Rule requires that the hand 
should never move without a reason, and that, when it 
does change its position,* it should instantly fit itself to the 
keys to be played. 

§ 189. The Second Class includes all the Scales and scale 
passages, as follows : 

1. The Chromatic Scale. — In this scale the black keys are 
played by the second finger, and the white keys by the 
thumb except in those places where two white keys have 
no black one between them ; there C and F are played by 
the first finger of the right hand, and E and B by the first 
finger of the left. 

2. Major arid Minor Diatonic Scales. — The Diatonic Scales, 
when played singly — -one key by each hand — are all fingered 
upon the same principles: thumb, first, and second, or 
second, first, and thumb, are always used twice, and the 
third finger once, in every octave ; it follows that, in every 



scale, if the third finger takes its proper key the other 
fingers will easily fall into their places. The following 
tables, showing the keys struck by the third fingers indicate 
sufficiently the whole fingering of these scales. 



MAJOR SCALES. 



Third of Right on. 


B 


n 


c* 


G* 




Ajf 


AS 


H 


Bb | Bb 


Bb 






C 


G 


D 


A 


E 


B 


n 




Ab| E^ 


Bb 


F 


Third of Left on... 


D 


A 


E 


B 


n 








D b| A b 


Eb 


G 



(1) 

MINOR scales. 



Third of Right on. 


Bfl 


FS 








AS 


D 


A 


B» 


B? 


Bb 


B> 




C 


G 


D 


A 


E 


B 


FS 


CS 


F 


Bb 


Eb 


Ab. 


Third of Left on... 


D 


A 


E 


B 


FJt 


FS 


FS 


FS 


G 


Gb 


Gb 


G 



§ 3. Diatonic Scales in Double Thirds. — In playing the 
scales in Double Thirds — two keys by each hand at the 
interval of a third — alternate fingers move in pairs, thumb 
with second, first with third, and second with fourth. No 
other combination is used. Once only, in each octave, the 
second and fourth are employed ; it follows that if the fourth 
finger takes its proper key in every scale the other fingers 
will easily fall into their places. The following tables indi- 
cate the fourth-finger keys. 



MAJOR scales. 



Fourth of Right on 


G 


D 


A 


E 


B 


F_S 


FS 


FS 


G 


G 


G 


G 




C 


G 


D 


A 


E 


B 


FS 


cs 


F 


Bb 


Eb 


Ab 


Fourth of Left on. 


C 


D 


A 


A 


A 


AS 


AS 


AS 


F 


G 


0 


F 


MINOR SCALES. 


Fourth of Right on 


C 


D 


E 


B 


B 


AS 


E S 


BS 


G 


Gb 


Gb 


G 




C 


a . 


D 


A 


E 


B 


FS 




F 


Bb 


E? 


Ab 


Fourth of Left on. 


C 


G 


G 


E 


A 


AS 


A 


A 


F 


Bb 


Cb 


Fb 



4. The Chromatic Scale in Double Thirds, having more 
tones* than the Diatonic, requires the fourth finger to be 
used twice in each octave ; in Minor thirds on E, and A, 
with the Right hand, and on C and G, with the Left ; in 
Major thirds on F, and B>, with the Right hafld, and on 
Gt>, and Btf, with the Left. (See Figure 41, (a) and (b).) 

5. Diatonic Scales in Double Sixths. — In playing the 
scales in double sixths — two keys by each hand at the in- 
terval of a sixth — the thumb and third finger, and the first and 



(1) Another mode of fingering, which has the great advantage of perfect uni- 
formity, and is therefore easily remembered, places the third finger of the Left hand 
on G or Gb in all the scales that are written with flats. Another mode still, places 
the third finger of the Left upon VII, in the scales of Bb, Eb, and Ab. Neither 
of these, however, is quite so well adapted to playing with the greatest rapidity 
as the old fingering. / 
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f mirth fingers alternate. Once only in the octave the thumb 
and second are used. The key played by the second finger 
is, therefore, the guide to the entire fingering of each scale. 
The following tables indicate the second-finger keys. 

MAJOR SCALES. 



Second of Right on. 


£ 


E 


B 


n 


c$ 


G« 




GjfHT 


A 


At» 


Ab 


Scale of 


C 




D 


A 


E 


B 


n 


Cj{| P 


Bp 


E> 


Ab 


Second of Left on.. 


G 


G 


G 


G$ 


GJf 


G« 


GJf 


GJt| C 


P 


R> 


E> 


MINOR SCALES. 


Second of Right on . 


D 


E> 


Bi> 


P 


E~ 


B 




CJt| EQ 


Ail Ab 


Ab 


Scale of 


C 


G 


D 


A 


E 


B 


n 


Cjfl F 


Bt> 


E> 


Ai> 


Second of Left on . . 


Bt3 






A 


E 


G 


Gft 


GJtj EQ 


AS 


F 


E ? 



6. Tfe Chromatic Scale in Double Sixths requires the 
second finger to be used twice in each octave, on C, or C$, 
and G, or G$, with the Right hand, and E, or Eb, and A,« 
or Afr, with the Left. 

Figure 41 gives a condensed view of the Chromatic scale 
in Major and Minor Thirds, and Major and Minor Sixths 
with the fingering already described. It also exhibits 
another fingering for the Thirds which was employed by 
Chopin, and is very useful in certain passages. 



(a) 



RIGHT 



Figure 41. 
MINOR THIRDS. 

2 3 




1 X i 2 I 2 4 3 X 1 * I h 



MINOR THIRDS. 




MAJOR THIRDS. 

4 3 




MAJOR SIXTHS. 



f * *, f . 3 * » t ft * I.* h* i 
* 1 3 4 x X 1 $ i * * * a 



MINOR SIXTHS. 



^ 4 3 i x 2 J 2 I 2 1 * 8 

§ 190. The Second General Rule requires that all pas- 
sages of the second class should be fingered like the scales 
from which they are derived : Major passages like Major 
scales, Minor passages like Minor scales, and Chromatic 
passages, however short, like the Chromatic scale. 

§ 191. The third Class of Passages includes all chords 
and their derivatives. 

1. Triads, in their simplest form, are fingered by thumb, 
first and third or fourth, or thumb, second and fourth, with 
exceptions for places where first, second and fourth are 
more convenient. A well-trained hand will easily manage 
them without being guided by deffinite rules. Triads with 
one tone doubled — taken twice at the interval of an oc- 
tave — are fingered by thumb, first, second and fourth, or 
thumb, first, third and fourth. The choice between the 
second and third depends upon the position of the key be- 
tween the first and fourth fingers. If it is nearer the fourth 
than the first, or equi-distant, the third is taken ; if nearer 
the first, the second is used. 

2. Broken Triads. Tremolos. When the component 
tones of a Triad are struck, successively or alternately, 
forming groups of tones within one octave, they are fingered 
as though they were struck together. 

3. Chords of the Seventh, when struck simultaneously, 
successively or alternately in groups, within the limit of an 
octave, are fingered upon the same general principles as 
Triads. 

4. Arpeggios. — When the component tones of a chord 
are struck successively through more than one octave, the 
series resulting is called an Arpeggio. Arpeggios are 
fingered like the chords from which they are derived, ex- 
cept, that once in the octave, the thumb is used, instead 
of the fourth finger, to secure the-new position of the hand. 

§ 192. The Third General Rule requires that all 
groups and passages of the third class, should be fingered 
as nearly as possible like the chords from which they are 
derived. 
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A, (Italian) By, for. 

A CAPRICCIO, (It.) In accordance with the fancy of 
the performer. 

ACCENT, Stress or force upon a tone. It is some- 
times indicated by a sign (>). 

ACCELERANDO, (It.) With constantly increasing 
speed. 

ACCENTUATO, (It) Strongly accented. 

ACCOMPANIMENT. A part added to a principal 
one by way of enhancing the effect of the compo- 
sition 

ADAGIO, (It) A very slow degree of movement. 

ADAGISSIMO, (It) Extremely slow. 

AD LIBITUM, (Latin,) At will, or discretion. This 
expression implies that the time of some particular 
passage is left to the pleasure of the performer . or, 
that he is at liberty to introduce whatever embel- 
lishments his fancy m&y suggest. 

AFFETTUOSO, (It) Affectionate, tender. 

AGITATO, CON AGITAZIONE, (It) With agita- 
tion, anxiously. 

AL, ALL 7 , ALLA, (It.) To the; sometimes, in the 
style of. 

ALLEGREMENTE, (It) With quickness. 
ALLEGRETTO, (It) Somewhat cheerful, but not 

so quick as allegro. 
ALLEGRETTO SCHERZANDO, (It) Moderately 

playful and vivacious. 
ALLEGREZZA, (It.) Joy; as, con allegrezza, joyfully, 

animatedly. 

ALLEGRISSIMO, (It) Extremely quick and lively. 

ALLEGRO, (It) Quick, lively. A term implying a 
rapid and vivacious movement, but which is fre- 
quently modified by the addition of other words ; 
as, allegro agitato, quick, with anxiety and agita^ 
tion ; allegro con brio, brilliantly quick ; allegro furi- 
oso, furiously quick, &c. 

AL SEGNO, AL SEG., or the character $£, signifies 
that the performer must return to a similar char- 
acter in the course of the movement, and play from 
that place to the word ./me, or to the mark ^ over 
a double bar. 

ANDANTE, (It) Implies a movement somewhat 
slow and sedate. This term is often modified, both 
as to time and style, by the addition of other words. 

ANDANTINO, (It.) Somewhat quicker than an- 
dante. 

ANIMATO, CON ANIMA, ANIMOSO, (It) With 
animation, in a spirited manner. 

A PIACERE, A PIACIMENTO, (It) At the pleas- 
ure of the performer. 

APPOGGIATURA, (It.) A note of embelishment, 
generally written in a small character. 

A QUATRE MAINS, (French.) For four hands. 

APPOGGIATO, (It.) Dwelt, leaned upon. 

ARIA, (It.) An air or song. 

ARIOSO, (/*.) In the style of an air. 

ARPEGGIANDO, w/^) Passages formed of the 

ARPEGGIATO, [-tones of chords taken in rapid 

ARPEGGIO, ) succession, in imitation of the 
harp, are said to be in arpeggio. 

ASS AI, ( It) Very, extremely. This adverb is always 
joined to some other word, of which it extends the 
signification ; as, adagio assai, very slow ; allegro 
assai, very quick. 

A TEMPO, ) j In ^ regular time. 

ATEM, ) 6 

A TEMPO GITJSTO, (It) In strict and equal time. 

ATTACCA, ATTACCA SUBITO, (It) Implies 

that the performer must directly commence the 

following movement. 
BALLAD, A short and familiar song. 
BARCAROLLE, (It) Airs sung by the Venetian 

gondoEers or boatmen. 



BEN, (It) Well; as, BEN MARCATO, (It) Well 
marked. This expression indicates that the pas- 
sage must be executed in a clear, distinct, and 
strongly accented manner. 

BIS, (Lat) Twice. A term which indicates that a 
certain passage, distinguished by a curve drawn 
over or under it, must be performed twice. 

BRAVURA, (It) An air calculated to display exe- 
cution, and requiring a bold and splendid perform- 
ance. 

BRILLANTE, {It. and Fr.) An expression indicat- 
ing a showy and sparkling style of performance. 

BRIO, CON BRIO, ) / T s ™ , , . 1V A 
BRIOSO f ^ W brilliancy and spirit. 

BRISE, (Fr.) Sprinkled, broken into arpeggios. 
BUFFO, (It) Comic. 

BURLESCO, (It.) With ludicrous, burlesque humor. 

CELERITA, (It) Velocity. 

CADENCE. A close in melody or harmony. 

CADENZA, (It.) A graceful, ornamental passage, 
either extemporaneous or written, generally intro- 
duced near the close of a regular composition. 

CALANDO, (It) Gradually diminishing in tone and 
quickness. 

CALORE, (It) With much warmth and animation. 
CANONE, (It) | x contrapuntal composition, in 
CANON, ) which one part follows another in 

e*xact uninterrupted imitation. 
CANTABILE, (It) In a graceful and singing style. 
CANT ANTE, (It) A part to be executed by the voice. 
CANTATA, (It.) A vocal composition, of several 

movements. 

CANTO, (It) The highest vocal part in choral music. 
CAPELLA, ALLA, (It) In the church style. 
CAPO, (It) The head, or beginning. 
CAPRICCIO, (It) A fanciful and irregular species 

of composition. 
CAVATINA, (It) An air of one movement or part 

only, occasionally preceeded by a recitative. 
CHANT, (Fr.) A song or melody ; the vocal part. 
CHE, (It) Than ; as, poco piu che andante, rather 

slower than andante. 
CHORAL. That which relates to a choir or chorus. 

A tune of a simple and uniform character, adapted 

to worship. 

CHORD. A combination of harmonious tones sim- 
ultaneously performed. 

CHROMATIC. Proceeding by the smallest intervals 
practicable in Piano- forte music; in other words, 
from key to key, black or white. 

CODA, (It.) A few measures added beyond the nat- 
ural close of a composition, which may usually be 
omitted at pleasure. 

COL, COLL', COLLA,(A) These are different forms 
of the combination of con, (with) and lo, (the), mean- 
ing with the, as, colV arco with the bow ; col basso, 
with the base, colla parte, with the part, i. e. the 
accompanist should play in time with principle 
part or voice. 

COMMODO. Quietly, conveniently, as to movement. 

CON, (It) With ; as, con espressione, with expression : 
con brio, with brilliancy and spirit. 

CONCENTO, (It) Concord, agreement A selection 
of pieces is sometimes so called. 

CONCERTO, (It.) A composition int«nded to dis- 
play the powers of some particular instrument, 
with orchestral accompaniments. 

CON DOLCEZZA, (J*.) With sweetness. 

CON DOLORE, (It.) Mournfully, with pathos. 

CON GRAVITA, (It) With gravity. 

CON GRAZIA> (It.) With grace. 

CON GUSTO, GUSTOSO, (It.) With taste. 

CON IMPETO, (It.) With impetuosity. 



CON MOTO, (It) In an agitated style, with spirit. 

CON SPIRITO. (It.) With quickness and spirit. 

COUNTERPOINT. The art of composing music 
in harmonious parts which have individuality. 

CRESCENDO, or CRES., (It) With a gradually in- 
creasing quantity of tone. 

DA, (It) By. 

DA CAPO, or D. C, (It.) From the beginning; an 
expression which is often written at the end of a 
movement, to indicate that the performer must re- 
turn to and finish with the first strain. 

DAL, (It) By ; as, dal segno, from the sign ; a mark 
of repetition. 

DECRESCENDO, (It) Gradually decreasing in 

quantity of tone. 
DELICATO, (It) \ These terms imply a 

DELICATAMENTE, (It.) [ delicate and tasteful 
DELICATEZZA, (It.) ) performance. 
DIATONIC, ( Greek,) Naturally ; that is, according 

to the degrees of the major or minor scale. 
DILUENDO, (It) A gradual dying away of the 

tone till it arrives at extinction. 
DIMINUENDO, or DIM., (It) Implies that the 

quantity of tone must be gradually diminished. 
DI MOLTO, (It.) An expression which serves to 

augment the signification of the word to which it 

is added ; as, allegro di molto, very quick. 
DIVERTIMENTO, (It) A short, light composition, 

written in a familiar and pleasing style. 
DOLCE, or DOL., (It.) Implies a soft and sweet style. 
DOLCEZZA, or CON DOLCEZZA, (It.) With 

sweetness and softness. 
DOLCEMENTE, (It) In a sweet and graceful style. 
DOLOROSO, (It) Indicates a soft and pathetic style. 
DOMINANT. The fifth tone of any scale. 
DOPPIO, (It.) Double. 
DOUX, (Fr.) Sweet, soft. 

DYNAMICS. That department of musical theory 
which treats of the power or force of tones. 

E, ED, the Italian conjunction and ; as, fiauto e violi- 
no, flute and violin ; nobilemente ed animato, with 
grandeur and spirit. 

ELEGAMENTE, ) 

ELEGANTE, Hit.) With elegance, gracefully. 
ELEGANZA, ) 

ENERGICO, CON ENERGIA, ENERGICAMEN- 

TE, (It.) With energy. 
ENCORE, (French.) Again. 
EQUALMENTE, (It.) Equally, evenly. 
ESPRESSIVO, or CON ESPRESSIONE, (It) 

With expression. 
ESTRAVAGANZA, (It.) Extravagant and wild as 

to composition and performance. 
ETUDE, (French.) A study. See §48, p. 53. 
ET, (Latin.) And. 

EXECUTION. This word is used technically to 
denote the ability to perform difficult passages 
with ease and rapidity. 

EXTEMPORE, (Latin.) Without previous compo- 
sing; unpremeditated. 

FACILITA, (It) A facilitation, an easier adaptation. 

FANTAISIE, (Fr.) j ^ species of composition in 

FANTASIA, (It) j which the author gives free 
scope to his ideas, without regard to those system- 
atic forms which regulate other compositions. 

FINALE, The last piece of any act of an opera or of 
a concert ; or the last movement of a symphony or 
sonata, in the German style. 

FINE, (It.) The end. 

FORTE, or FOR., or simply /, ( It.) Loud. 
FORTISSIMO, or ff, (It.) Very loud. 
FORZANDO, or FORZ., or fz, implies that the note 
is to be marked with particular emphasis or force. 
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FORZA, (It.) Force; as, con form, with force. 

FUGUE. A contrapuntal composition, in which a 
subject, proposed by one part, is imitated by the 
others in accordance with certain laws. 

FUOCO, CON, (J*.) With intense animation. 

FURIOSO, or CON FURIA, (It.) With fire. 

GAIEMENT, (Fr.) In a cheerful and lively style. 
GALLOPADE, (Fr.) \ 

GALOP, (Oer.) >A galop; a quick species of 
GALLOPPE, (Fr.) ) dance > g eneral *y ^ 2-4 time. 

GIUSTO (It.) In just and exact time. 

GLI8SANDO, (It.) Gliding. This term is employed 
in certain Piano pieces to indicate a rapid sliding 
over white keys. — A mere trick to conceal the 
want of execution, and unworthy of an artist 

GRACES. Occasional embellishments, sometimes in- 
dicated by the composer, sometimes spontaneously 
introduced by the performer. The most impor- 
tant of these are the appoggiatura, the turn, and 
the trill. 

GRANDIOSO, (It.) )r , „ , , , 

GRAN GUSTO, (It ) \ a S™ 11 ^ and e l evate d style. 

GRAVAMENTE, (It.) Dignified and solemn. 
GRAVE, (It.) The slowest degree of movement 
GRAVITA, (It.) Gravity; as,congravita,vrith gravity. 
GRAZIOSO, CON GRAZIA, (It.) Gracefully, ele- 
gantly. 

GRUPPETTO, (It.) A group of notes ; a turn. 
GUSTO, GUSTOSO, or CON GUSTO, (It.) With 
taste, elegantly. 

HALF-STFP. This term is used technically to de- 
note the interval between the tones produced 
by any two contiguous keys of the Piano-forte. 

HARMONY. The science of chords. 

HOLD, (See pause). 

IL, (It.) The. 

IMITATION. This word is used technically to de- 
note the response of one part to another in con- 
trapuntal music. 

IMPETUOSO, (It.) With impetuosity, impetuously. 

IMPROMPTU, (Fr.) An extemporaneous production. 

IMPROVlSARE, (It.) To compose or sing extern- 
porane6usly. 

IN, (It.) In ; as, in tempo, in time. 

INNOCENTE, INNOCENTEMENTE, (It.) In an 
artless and simple style. 

INTERLUDE, (See § 95.) 

INTERVAL. The difference of pitch between two 
tones. 

INTRADA, ) (It.) A short introductory 

INTRODUZIONE, ) movement. 
ISTESSO, (It.) The same ; as, istesso tempo, the same 
time. 

KEY. A lever pressed by the finger in playing an 
instrument. A system of tones, (See Chapter IV. 
Theo. Dept.) 

LANGUENTE, 



LARGHETTO, (It.) Indicates a slow and measured 

movement, less so than largo. 
LARGHISSIMO, (It.) A very slow and solemn de- 
gree of movement. 
LEGATISSIMO, (It.) Very connectedly. The su- 
perlative of legato. 
LEGATO, (It.) Connectedly. (See § 13, page 8.) 
LEGEREMENT, (Fr.) With lightness and gayety. 
LEGGIARDO, (It.) Light, gentle. 
LEGGIERAMENTE, (It.) Lightly, gently. 
LEGGIERO, or CON LEGGIEREZZA, (It.) With 

lightness and facility of execution. 
LEGGIERISSIMO, (It.) With the utmost lightness 

and facility. 
LENTANDO, (It.) With increasing slowness. 
LENTEMENTE,, ^ 
LENTO, S 

LIAISON, (Fr.) Smoothness of connection; also, a 
bind or tie. 



LOCO, (Latin,) In the place. This word implies 
that a passage is to be played just as it is written 
in regard to pitch: it generally occurs after Sva 
alta, or Sva bassa. 

MA, (It.) But: as, aUegro ma non troppo, quick, 
but not too much so. 

MAESTOSO, (It.) With majestic and dignified 
expression. 

MAIN, (French.) The hand : as, main droite, main 
gauche, or M. D., M. G., the Right or Left hand in 
piano-forte music. 

MAJOR, (Latin,) Large. This term is employed tech- 
nically and distinctively in reference to intervals 
and keys. (See Chaps. VIII, IX and X, Theo. Dept) 

MANO, (It.) The hand. Mano drilta, the right 
hand ; mano sinistra, the left hand. 

MANUAL, (German) The key-board. 

MARCATISSIMO, (It.) In the most emphatic man- 
ner. 

MARCATO, (It.) In a marked and emphatic style. 

MARCHE, (French) > 

MARCIA, (Italian) \ A marcn * 

MARQUEZ LES GROSSES NOTES, (French 

phrase) Play the tones indicated by large notes 

louder and more distinctly than the others. 
MARZIALE, (It.) In a martial style. 
M. D. main droite, (French) The right hand. 
MELANGE, (Fr) A composition founded on several 

favorite airs ; a medley. 
MEME, (Fr.) The same ; as, meme movement, in the 

same time. 

MENO, or MEN, ( It) Less ; - as, men presto, less 
quick ; men forte, less loud ; men piano, somewhat 
softer ; meno vivo, with less spirit 

MESTO, (It) Mournfully, sadly, pathetically. 

MESTOSO, (It) Sadly, pensively. 

METRONOME, (Fr.) An ingenious instrument for 
indicating the exact time of a musical piece by 
means of a pendulum, which may be shortened or 
lengthened at pleasure. 

MEZZO, (It.) In a middling degree or manner: as, 
mezzo forte, rather loud ; mezzo piano, rather soft. 

MEZZA VOCE, (It) With moderation as to tone. 

M. G. main gauche, (French) The left hand. 

MINOR, (Latin) Small. This term is employed 
technically and distinctively in reference to inter- 
vals and keys. (See Chaps. VIII, IX and X, Theo. 
Dept.) 

MINUETTO, (It) A minuet : a slow dance in triple 
time. 

MISERERE, (Lat) A musical composition for the 
Romish Church, set to the 57th Psalm, beginning in 
Vulgate, miserere mei, domine. 

MIT, (German) With; as, mit begleitung, with an ac- 
companiment 

MODERATOR.) With a moderate degree of quick- 
ness. 

MOLTO, (It.) Very, extremely ; as, molto allegro, very 
. quick ; molto adagio, extremely slow. 
MORCEAU, (Fr.) A piece of musical composition 
of any kind. 

MORDENTE, (It.) An embellishment differing from 
the double appoggiatura in accent only (see § 77.) 

MORENDO, (It) Gradually subsiding in regard to 
tone and time ; dying away. 

MOSSO, (It) Movement; as, piu mosso, with more 

movement, quicker. 
MOTIVO, (It.) See § 94 
MOTO, or CON MOTO, (It.) With agitation. 
MOVIMENTO, (It) Time, movement. 
M. S. mano sinistra, (It) The left hand. 



(It) With nobleness, grandeur. 



NOBILE, ) 

NOBILIMENTE, \ ' 

NON, (It.) An adverb of negation, generally asso- 
ciated with troppo : as non troppo presto, not too 
fast 

NOTTURNO, (It) A composition, vocal or instru- 
mental, of a plaintive character. 

O, (It) Or; &s,flauto o violino, flute or violin. 

OBLIGATO, or OBLIGATI, (It.) A part or parts of 
a composition, indispensable to itsjust performance, 
and which, therefore, cannot properly be omitted. 



OPERA, (II.) A dramatic composition set to music 
and sung on the stage, accompanied with musical 
instruments, and enriched with magnificent drones, 
machines, dancing, &c 

OPUS, (Latin) Work. (See note to page 69). 

ORATORIO, (It) A sacred musical composition 
consisting of aire, recitatives, choruses, &c, the 
subject of which is generally taken from scripture. 

ORDINARIO, (It.) Usual: as, a tempo ordxnario, in 
the usual time. . . 

OTTAVA, or 8t» (It) An octave. This word is 
generally joined with alia or bassa : the first signi- 
fies that the passage to which it is applied must 
be played an octave higher than it is written; the 
second that it must be played an octave lower. 

PASSIONATE, (It.) In an impassionate manner. 

PASTORALE, (It) A soft and rural movement 

PATET1CO, (It.) Pathetically. 

PATHETIQUE, (Fr) Pathetic. 

PAUSE, (It) A character (r^\) indicating that 
a tone or silence may be prolonged at the 
pleasure ot the performer. 

PEDAL A CHAQUE MESURE. (French phrase) 
Press the damper pedal at the beginning and al- 
low it to rise at the close of every measure. 

PERDENDO, PERDENDOSI, or PERDEN, (It.) 
implies a gradual diminution, both in the quantity 
of tone and speed of movement 

PEU, (Fr.) A little. 

PHRASE, a short musical sentence containing an In- 
complete idea. 

PIACERE, (It.) Will, pleasure ; as, a piacere, at the 
performer's pleasure in regara to time. 

PIANISSIMO, or pp, (It.} Extremely soft. 

PIANO, orp, (It) Soft. 

PIU, (It) An adverb of augmentation ; ns,piu presto, 

quicker , piu piano, softer. 
PLANTIVO, (It) Expressively, plaintively. 
PLUS, (Fr) More ; as, plus anime, with greater an- 

mation. 

POCO, (It) A little, rather, somewhat; a&,poco pres- 
to, rather quick ; poco piano, somewhat soft. 

POCO A POCO, (It) By degrees, gradually ; *&,poco 
a poco crescendo, louder and louder by degrees ; poco 
a poco diminuendo, softer and softer by degrees. 

POI, (It) Then ; as, piano poi forte, soft, then loud. 

POLLACCA, (It) \ A s i 0Wt p 0 H sn fa ncey in 

POLONAISE, (Fr.) [ 3-4 time, of a peculiar 

POLONOISE, (Fr) ) rhythmical construction, 
as the melodic members usually terminate on 
the third quarter of the measure. 

POMPOSO, (It.) In a grand and pompous manner. 

PORTAMENTO, (It) The manner of sustaining 
and conducting the voice ; a gliding from one note 
to another. 

POSSIBILE, (It) possible ; as, piu forte possibUe, as 

loud as possible. 
POTPOURRI, (Fr.) A fantasia on favorite airs. 
PRECIPITATO, (It) In a hurried manner. 
PRECISIONE. (It.) With precision, exactitude. 
PRELUDIO, (It) A prelude or introduction, 
PREMIERE, (Fr.) First ; as, premiere fois, first time. 
PRESTEZZA, (It) Rapidity, con pretezza possibile, 

with the utmost rapidity possible. 
PRESTISSIMO, (It) The most rapid degree of 

movement 
PRESTO, (It.) Very quick. 

PRIMO, It) First; as, violino primo, first violin ; tem- 
po primo, in the first or original time. 

QUADRILLE, (Fr.) A French dance. 
QUASI, ( It) In the manner or style of; as, quasi alle- 
gretto, like an allegretto. 
QUIETO, (It.) With calmness or repose ; quietly. 

RALLENTANDO, (It) Implies a gradual diminu- 
tion in the speed of the movement, and a corres- 
ponding decrease in the quantity of tone. 

RAPIDO,(I*.) Rapidly. 

RECITATIVO, (It.) A recitative or musical decla- 
mation. 
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RINFORZANDO, RINFORZATO, or rinf; or r/., 
(It.) With additional tone and emphasis. 

RISOLUTO,RISOLUMENTE, (It.) With boldness 
and resolution. 

RITARDANDO, (It.) Moving slower and slower. 

RITENENTE, RITENUTO, (It.) A keeping back, 
a decrease in the speed of the movement 

ROMANCE, (It.) ) a short, lyric tale, set to music : 

ROMANZA, (Fr.) [ or a simple and elegant melody- 
suitable to such words. 

RONDEAU, (Fr.) \ ^ rondo or composition of sev- 

RONDO, (It.) ] eral strains or members, at the 
end of each of which the first part or subject is 
repeated. 

RONDINO, RONDILETTA, RONDINETTO, or 
RONDOLETTO, (It.) A short rondo. 

ROOT. The fundamental note of any chord. 
(See §177.) 

SCHERZANDO, SCHERZANTE, SCHERZOSO, 
or SCHERZ., (It.) In a light, playful, and sportive 
manner. 

SEGNO, or (It.) A sign ; as, al segno, return to 
the sign ; dal segno, repeat from the sign. 

SEGUE, SEGUITO, (It.) Now follows ; or, as follows; 
as, segue it coro, the chorus follows ; segue la finale, 
the finale now follows. It is also used in the sense 
of, in similar or like manner, to show that a subse- 
quent passage is to be played like that which pre- 
cedes it. 

SEMITONE. This word is used technically to de- 
note the interval between the tones produced by 
any two contiguous keys of the Piano-forte. (See 
Half-step.) 

SEMPLICE, SEMPLICEMENTE, (It.) With sim- 
plicity, artlessly. 

SEMPRE, (It.) Always; as, sempre staccato, always 
staccato or detached; sempre forte, always loud; 
sempre piu forte, continually increasing in force. 

SENZA, (It.) Without : as senza organo, without the 
organ ; senza rigore, without regard to exact time ; 
senza replica, without repetition. 

SERIOSO, (It.) In serious style. 

SERPEGGIANDO, (It.) Gently and silently creep- 
ing onwards, quietly advancing. 

SFORZATO, SFORZ ANDO, or sf, (It.) Implies that 

a particular note is to be played with emphasis. 
SHAKE. A trill. 

SICILIANA, {It.) A movement of a slow, soothing, 
pastoral character, in 6-8 time, resembling a dance 
peculiar to the peasantry of Sicily. 

SINFONIA, (It.) A symphony or orchestral com- 
position in many parts. 

SINISTRA, (It.) The left hand. 



SLENTANDO, (It.) A gradual diminution in the 

time or speed of the movement. 
SMORZANDO, (It.) A gradual diminution as to 

tone. 

SO AVE, (It.) In a soft, sweet, and delicate style. 

SOGGETTO, (It.) The subject or theme. 

SOLI, plural of SOLO, (It.) Implies that two or 

more principal parts play or sing together. Such 

parts, of course, are never doubled. 
SOLO, SOLA, (It.) Alone. 

SOLO, (It.) A composition, or even a passage, for a 
single voice, or instrument. 

SONATA, It.) i x composition consisting of sev- 

SONATE, (Fr.) f eral movements ; generally for a 
single principal instrument,, with or without ac- 
companiments. 

SOSTENUTO, or SOST, (It.) Sustained, continuous 
in regard to tone. 

SOTTO VOCE, (It.) In an under tone. 

SPIRITO, CON SPIRITO, (It.) With spirit 

SPIRITOSO, (It.) With great spirit. 

STACCATO, (It.) Implies that tones are to be dis- 
tinct, detached from one another. 

STEP. This term is used technically to denote the 
interval between the tones produced by any key 
of the Piano-forte and the next key but one to the 
right of it, black or white. 

SUBITO, (It.) Quickly ; as, volti subito, turn quickly. 

SUITE, (Fr.) A series, a collection ; as, une suite de 
pieces, a series of lessons. 

SYNCOPATE, (It.) In a constrained and syncopat- 
ed style. 

SYNCOPATION, (It) See § 107. 

TANTO, NON, (It.) Not so much ; not too much. 
TARDO, (It.) Slowly, in a dragging manner. 
TEMA, (It.) A melody. 

TEMPESTOSO, (It.) In a tempestuous manner. 

TEMPO or A TEMPO, (It.) In time. An expres- 
sion used after some relaxation in the measure, to 
indicate a return to the orignal movement. 

TEMPO COMODO, (It.) In a convenient degree of 
movement. 

TEMPO GIUSTO, (It.) In strict time. 

TEMPO PRIMO, (It.) In the first or original time. 

TENDREMENT, (Fr.) Affectionately, tenderly. 

TENERAMENTE, TENERO, or CON TENEREZ- 
ZA, (It.) Tenderly. 

T1MOROSO, (It.) With timidity, awe. 

TONE. A musical sound. This word is also used 
technically, though improperly, to denote the inter- 
val of a step. 



TRANQUILLO, TRANQ UILL AMENTE, or CON 
TRANQUILLEZZA, (It.) Tranquilly, composedly. 

TREMANDO, \ [it.) Implies the reiteration of a 
TREMOLATE, [ tone or chord with great rapidity, 
TREMOLO ) 80 as t0 P roduce a tremulous kind 
of motion. 

TREMENDO, (It.) With a tremendous expression, 
horribly. 

TRILLANDO, (It.) A succession of trills. 

TRIO, (It.) A piece for three voices or instruments. 
This term also denotes a second movement to a 
waltz, march, minuet, &c, which always leads 
. back to a repetition of the first or principal move- 
ment 

TRIPLET, a group of three notes, performed in the 

time usually occupied by two of the same kind. 
TUTTA FORZA, (It.) With the utmost vehemence, 

as loud as possible. 
TUTTI, (It. plural, all;) A term used to point out 

those passages where all the voices or instruments, 

or both, are to be introduced. 
TRILL. An embellishment consisting of a rapid 
* alternation of two tones at the interval of a second. 

(See §§ 49 and 77.) 



UN, (It.) A ; as, un poco, a little. 

VALCE, (It.) U 
VALSE,(*V.) ^ Awaltz ' 

VELOCE, or CON VELOCITA, (It.) In rapid time, 
VELOCISSIMO, (It.) With extreme rapidity. 
VIGOROSO, V1GOROSAMENTE, (It.) Boldly, vig- 
orously. 

V—TE,,*., !wllM „ lc _ 

VIVACE, VIVAMENTE, or CON VIVACITA, (It.) 

With briskness and animation. 
VIVACISSIMO,(2Z.) With extreme vivacity. 
VIVACITA, (It.) Vivacity. 
VIVO, CON VIVEZZA, (It.) Animated, lively. 
VOCE, (It.) The voice. 

VOLANTE, (It.) In a light and rapid manner. 
VOLT A, (It.) Time of playing a movement ; tis, prima 

volta, the first time of playing, &c. 
VOLTI SUBITO, or V. S., (It.) Turn over quickly. 

WALZER, (Ger.) A Waltz. 

ZEFFIROSO, (It.) Zephyr-like. Con leggierezza quasi 
zeffiroso, In a light and airy manner, like a gentle 
breeze. 
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" Diatonic Scale 168, 184 

" Broken Chords 185,193 
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" Octaves 212,214 

Accent Studies 216, 219 

Accentuation, importance of 146 

" principles of, § 80 146 
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Accompaniments of vocal music , 82 

Action Pedal 68 

44 Allegro " by Bargiel, Op. 32 117 

American fingering 8 

" Amorosa," Egghard 110 

Analysis of fingering 24, 25, 46, 66, 68, 234 

Analysis of tones 226 

"Andante" by Czerny, Op. 359 96 

" Andante" by Mozart 143 

" Andante " from 44 William Tell " 72 

Appoggiaturas 36, 131 

Broken Triads 56, 185, 191 

" Chords of Dominant Seventh 192 

" " " Diminished Seventh 193 

Chromatic Octaves 87, 212 

Chromatic Scale 17, 157, 167, 212, 228; 234 

Celerity, how to acquire it 71 

"Cradle Song," Schumann 119 

Damper Pedal 68 

"Desire," Waltz 80 

" Don Pasquale " Fantaisie 89 

Double Appoggiatura 131 

Double-sixth Scales - 124, 211 

Double-third Scales 102, 210 

Dynamic force, training for 71 

Dynamics 231 

Exercise No. 1 7 

" " 2 and 3 8 

« « 4 " 5 9 

« " 6 10 

« " 7 12 

« « 8 13 

" " 9, Chromatic Scale 18 

" " 10, Diatonic Scale 19 

" " 11, First Class of Major Scales. . . 20 

« « 12, do. Contrary motion . . 24 

« " 13, To be fingered 26 

" " 14, Second Class Major Scales.. . 28 

" " 15, Third Class Major Scales 33 

« " 16, Extensions 38 

" " 17, Review of Scales 39 

" " 18 and 19 40 

M " 20, The hand moved by extension, 42 

« « 21, " M " " contraction, 45 

« 44 22, Thirds 47, 

« 44 23, Repitition by change of fingers, 49 



Exercise No. 24, Repetition by the same finger. 50 
" 25, 44 " action of wrist.. 52 

44 44 26, Trill Study. 54 

44 27, Broken Triads 56 

44 28, First Class Minor Scales 58 

44 29, Second 44 44 44 59 

44 44 30, Third 44 44 44 60 

44 44 31, Preparation for Arpeggios 63 

44 44 32, Octave Study 64 

44 33, Wrist Study ... : 75 

" 34, Sixths, legato 82 

44 44 35, Vocal accompaniments 83 

" " 36, 44 ^ 84 

44 44 37, Chromatic Octaves in alterna- 
tion 87 

44 38, 44 Study," Heller, Op. 46. No. 1. 98 
44 39, "Study," Heller, Op. 46. No. 3.. 100 

44 40, Double Third Scales 102 

44 41, 44 Sixth 44 124 

* 44 42 to 55, inclusive, Interlocking 

Passages 134,142 

44 44 56 to 228, Accent Exercises. . . 147, 214 

44 44 229, Trill Exercise 215 

False and true methods of Teaching 5 

44 Fantaisie " from 44 Don Pasquale " 89 

Fingering, theory of 234 

First Class Major Scales 20 

44 44 Minor Scales 58 

Flexibility 5 

Four parts, arrangements of 82 

General Practice 71 

General Rules for fingering . 234 

Hands, how held 6,11 

Hands, how moved 42, 45 

Hands in Arpeggios 62 

Harmony 231,233 

44 Haus-Musik," EeinecJce 109 

44 Home, sweet home " 101 

44 If I were a bird," Henselt 126 

Improvisation 220, 224 

Instrument, importance of 6 

Interlocking passages 133, 142 

Interludes 223 

Intervals 228, 229 

Learning difficult pieces 71 

44 Le Rossignol M 69 

Major Scales 19, 21, 22, 27, 28, 33, 39 

44 Accent Exercises 168, 184 

44 Mazurka," Chopin, Op. 7, No. 5 86 

Melodies 226, 231 

Measurement of time 9, 43 

"Melody and Scale": 97 

Melodies from 44 Martha " 66 

"Menuetto and Trio," Schubert 122 

Minor Scales 58, 60, 230,232 

Minute counting 43 

44 Miserere " from 44 Trovatore " 104 

Mordent, the 132 

44 Night's shade no longer " 76 

Notation 225,230 

Notation of complicated passages 86 



classes of. 284 

Playing at sight 33 

Playing for listeners 71 

44 Prelude," Chopin, Op. 28, No. 7 80 

44 20 108 

Preparation for the Trill 53 

44 Polka Mazurka," Leduc 78 

Practice, general directions 71 

Recreations, First and Second 10 

Third 12 

Fourth and Fifth 14 

44 Sixth 15 

44 Seventh 16 

44 Eighth 17 

44 Ninth 19 

44 Tenth 20 

44 Eleventh ... 28 

44 Twelfth 24 

u Thirteenth 25 

44 Fourteenth 80 

44 Fifteenth 81 

44 Sixteenth and Seventeenth 82 

44 Eighteenth ,. 83 

44 Nineteenth 85 

44 Twentieth and Twenty-first 86 

44 Twenty-second and Twenty- third. . 87 

44 Twenty-fourth 88 

44 Twenty-fifth 41 

" Twenty -sixth 43 

44 Twenty seventh 46 

44 Twenty -eighth 48 

" Twenty-ninth 50 

44 Thirtieth 52 

44 Thirty-first 57 

44 Thirty-second 62 

. 44 Thirty- third 64 

Rhythmics 225,226 

Scales, Chromatic 17, 18 

" 44 Accent Exercises 159, 167, 21 2 

44 in Double Thirds 102, 210 

44 in Double Sixths . . . ; 124, 211 

44 Major. ... 19, 21, 22, 24, 27, 28, 83, 39, 229, 284 

44 44 Accent Exercises 164, 168 

" Minor 58,60,230,234 

Second Class of Major Scales. 28 

Second Class Minor Scales. 59 

44 Serenade," Schubert 114 

Sixths 82, 124, 211, 234 

"Slumber Song," Heller 106 

Staccato touch 40, 62 

Studies, remarks upon 53 

" The Desire," Waltz 80 

Theoretical Department 225 

Theory of fingering 234 

Third Class Major Scales 33 

Third Class Minor Scales 60 

Thirds. 47,210, 234 

Triads 56, 185, 194, 231, 235 

Wrist Study , ?5 



Valuable Music Books published by Oliver Ditson & Co., Boston : C. H. Ditson & Co., New York. 
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Cantatas by Eminent Authors. 

Excellent for Singing Societies and Schools. 



SACRED. 

As the 'Hart Pants. (42d Psalm.) 

dklssohn. Boards, 50 cents; Paper, 40 cents. 



By Men- 



Comejet us Sing. (95th Psalm.) By Mendelssohn. 

Boards, 50 cents; Paper 40 cents. 

Hear my Prayer. By Mendelssohn. 60 cents. 
Hymn of Praise. (Lobgesang.) By Mendelssohn. 

Price $1.00. 

Lay of the Bell. By Romberg. 75 cents. 
Miriam 9 s Song of Triumph. By Schubert. 

Price 75 cents. 

Morning. By P. Reiss. 50 cents. 

Praise of Friendship. By Mozart. 50 cents. 

Praise to God. A Choral and Instrumental work. By 
George F. Bristow. Cloth, $2.25. 

Transient and internal. By Andreas Romberg. 

Price 38 cents. 

FOR SECULAR FESTIVAL8. 

Burning Ship. For mixed voices. By B. F. Baker. 

Boards, 85 cents. 

May Queen. Words by Henry F. Chorley. Com- 
posed by William Sterndale Bennett. Paper, 90 cents; Cloth, $1.25. 

St. Cecilia's Bay. By Vazst Bree. Cloth, $1.25; 

Paper, $1.00. 

The Picnic. A Cantata (entirely new) designed for the 
use of Schools, Singing Classes, and Social Gatherings, for mixed voices. 
Also arranged -vrith separate vocal score for female voices, on the same page. 
Words by George Cooper. Music by J. R. Thomas. Just the thing for 
Summer 'Musical Festivals. 

The Gathering. — " Away, away, to fields of green." 
The Departure. — " Merrily over the water." 
The Arrival. — " Up the hill and down the dale." 
Sports. — "Swinging," "Lilly bells and roses," "A jolly good laugh," 
u The Skipping Rope." 

The Storm. — " 0 hark ! 0 hark ! The winds are rising now." 
Breaking Away. — "Sunshine after rain." 
The Farewell. — " The shadows gently fall." 
Homeward Bound. — " The sun is dropping in the sea, 

Good night he bids to you and me." 
Price $1.00. 

The Storm King. Words by H. M. Ticknor, Music 
by B. F. Baker. 88 cents. 

The Twin Sisters. An Operetta for two voices, 

Soprano and Alto. By Herman S. Saboni. Boards, 50 cents. 

A Winter Evening's Entertainment. A Social 

Cantata. Words by Sidney Dyer. Music by A. Cull. Paper $1.00; 
Cloth, $1.25. , , . . „ 

This Cantata introduces the hearty pleasures which enliven our winter 
evenings, and possesses many attractive features which will cause it to become 
the most popular work of its kind ever published. It is easily brought out, 
and cannot fail to afford satisfaction and amusement whenever produced. It 
includes a " Quilting Bee," a " Snow-Balling Scene," " Hide and Seek, 
Love Scenes, Comic Scenes, and other attractive features. The Cantata can be 
sung without aetion or scenerv; but, if the latter is desired, a little ingenuity will 
supply it, directions for which are given. 

For High Schools, Seminaries, and Advanced 
Classes. 

The Grammar School Chorus. Containing Wil- 

helm's Celebrated Method of Teaching Vocal Music. Also Selections for 
Devotional Exercises, Exhibitions, and all other occasions. Adapted for 
one, two, or three voices. By J. B. Sharland. This IX 
all the Upper Classes of the Boston Schools. Price $1.00. 

American Musical Class Book. m Go ^^^ 

mentary Instructions, Vocal Exercises and ^lfeggios, Duets, Tnos, and 
Concerted Pieces. By T. BKssell. Boards, 75 cents. . 

Touna Ladies 9 Vocal Album. A Collection of 

X <Kes, Trbs Tand Duets Selected!* ^ 

Music at the BdflUo Female Academy. Including a Course of Vocal tor- 
cises and Solfeggios by Rossini. $1.25. 



Singer's Manual. Containing Elementary Instruction, 
and a choice collection of Secular and Sacred Music. By W. Williams. 
$1.00. 

Musical Mirror. Elementary Instructions and a collec- 
tion of Music adapted to Sacred and Secular Words. By S. B. Phipps. 75 eta. 

Part Songs. For Three and Four Female Voices. 

Selected mostly from a collection by S. Mullkr, and translated by Fanny 
Malone Raymond. 75 cts. 

High School Choralist. A Selection of Choruses 

and Four-Part Songs from the Works of the Great Masters. $1.00. 

Operatic Album (The). A Collection of Music, in 

Parts, for Ladies' Voices. $1.25. 

The Greeting. A New Collection of Glees, Quartettes, 
and Choruses, By L. 0. Emerson. $1.38. 

The Trio. A Collection of Three-Part Songs for Female 

Voices. Designed expresslv for Female Seminaries, High Schools, Colleges, 
&c Arranged with an additional Bass staff. Compiled by D. N. Hood. 
Cloth, 75 cents. 



Books for Grammar, Intermediate, Primary, 
and Juvenile Schools. 

Golden Wreath (The.) By L. O. Emerson. 

Boards, 50 cents. 

This Book is superior to all others of the kind, both in its instructions and 
music: the former are easy and thorough, and include numerous attractive 
vocal exercises, several combining the physical with the mental. The music 
comprises over 200 of the very best and most popular songs. Two hundred and 
Jifly thousand copies of this book have been printed and sold. 

Merry Chimes. A Juvenile Music Book, containing 

Elementary Instructions, Attractive Exercises, and Several Hundred Popu- 
lar Songs. By L. 0. Emerson, author of " The Golden Wreath," " Harp of 
Judah," &c. 50 cents. 

This book is equally as good as the " Golden Wreath," and in many respects 
superior. The Instructions are excellent, the Exercises easy and pleasant, and 
the songs such as have appeared and become popular favorites since the publi- 
cation of the former work, together with many new pieces. It is meeting with 
a demand unequalled by that for any similar publication. 

The Nightingale. A Choice Collection of Songs, 

Chants and Hymns for Juvenile Classes, Public Schools, Seminaries, and 

Home Recreation. By W. 0. & H. S. Pekkins. Boards, 50 cents. 

This work, similar in style to that of the " Golden Wreath/' has rapidly 

attained a wide popularity. It contains, in addition to attractive lessons and 

exercises, over 200 songs. 

JUST PUBLISHED. 

THE GOLDEN ROBIN. 

THE LATEST AND MOST P0PULAE JUVENILE BOOK. 

BY W. O. PEKKINS. 

Author of the u Nightingale," u Sabbath-School Trumpet," &c 

Containing Elementary Instructions, Attractive Exercises, and 
Several Hundred Popular Songs. 

This new book will be found Superior to All Similar Works, in many 

Stints essential to a popular instruction book in Vocal Music and Collection of 
elodies for the Young. Several Editions have already been ordered, and the 
demand increases. Many of the Songs have been written expressly for the 
work; and none of the songs are old and time-worn, — sung through a dozen 
books, but New and Sparkling, Adapted to All Occasions, and Alive 
with the Spirit of the Times. Price 50 cents. 

New Sabtath School Music Books. 

Glad Tidings. By L. O. Emerson and L. B. Stark- 
weather. Bright and Spirited Music. Not re-arrangements of old and 
worn-out Melodies. New words and fresh music. 

The great reputation attained by all of Mr. Emerson's former works, the 
"Golden Harp," "Golden Wreath," "Harp of Judah." &c, is a sufficient 

?iaranty of the merit and success of " Glad Tidings." Price in boards, 35 cents ; 
aper, 30 cents. 

The Morning Stars. A Collection of Religious Songs 
for Sabbath Schools and Home Circles. Adapted especially for Uni verbal- 
ist and Unitarian Denominations. 

Arranged from the Folk Songs of Germany, — a rich mine of sweet and 
simple melodies hitherto but little worked. Care has been taken in the selection 
and adaptation of the words, that they might faithfully reflect the sentiment of 
the music. Great pains has been taken to put the music into proper keys for 
children's usage. Price in Boards, 85 cents; Paper, 30 cents. 



Valuable Music Books published by Oliver Ditson & Co., Boston : C. H. Ditson & Co., New York. 



Sent, postage paid, on receipt of price. 



ORGAN MUSIC. 



Rink's Organ School. 

Carefully Revised, with the German Directions and Terms translated into Eng- 
lish, and the Pedal Fart printed on a separate staff. The whole edited by 
W. T. Best. 

H This is a good edition of a standard work, perhaps we should say the best of 
all works, for the formation of a correct style of organ-playing, and the mastery 
of the instrument in all its varied resources. Rink's teacher was Kittel of Er- 
furt, a distinguished pupil of John Sebastian Bach; and, in this collection of 
preludes and exercises, we have an excellent reflection of the thorough method 
of which the great German master is the acknowledged representative. ' — N. Y. 
Tribune. 



In Six Parts. 
$6.00. 



Price of each Part $1.50. Complete, in one volome. Cloth, 



MODEM SCHOOL FOR THE ORGAN. 

By Johm Zundkl. In Three Parts. Pabt I. History and Description of the. 
Organ, Elementary Instruction, Exercises and Voluntaries in all Styles of Organ 
Playing (without pedals). Cloth, $2.00. Part II. Pedal Playing. Cloth, $2.00. 
Part III. Combination of Stops; Voluntaries and Pieces suited to all Occasions. 
Goth, $2.00. The three parts complete in one volume, boards, $4.00. 



250 Easy Voluntaries and Interludes. 

By John Zuxdel. Boards, $2.00. This volume contains twelve opening Vol- 
untaries, and two hundred and thirty-nine Interludes. It is superior as a collec- 
tion of good organ music, and furnishes at a very low price a great variety from 
which the beginner can select, and old players, even, find exceedingly useful. 



AMATEUR ORGANIST. 

By John Zundel. A Collection of Opening and Closing Voluntaries, from the 
works of Handel, Haydn, Beethoven, Mozart, Rink, Pleyel, Mendetesolin, Von 
Weber, Andre, Schmidt, Hesse, &c. Prepared with special reference to the wants 
of beginners, and forming an excellent course of study for the Organ or Jdelo- 
deon. Boards, $2.00. 



A Hew Work for the Organ. 
THE ORGANIST. 

Containing pieces of different styles and lengths, intended for Church and Con- 
cert use, and as Studies for Practice; such as Preludes, Afterludos, and other 
pieces to play during Divine Service. Studies, Transcriptions, &c., and of mod- 
erate difficulty. 

The most important point, however, in which it is claimed this work differs 
from all others heretofore published in this country, is, that all the pieces are 

ARRANGED iN THIS MOST THOROUGH AND CAREFUL MANNER, OH three Staves; 

the Registration being aU carefully marked for 

Moderate-Sized American Church Organs; 

it being intended for instruments of the class usually found in churches in this 
country. 
The work also contains an 

ESSAY ON REGISTRATION* 

applied to our Organs, and treating this important part of Organ Playing in the 
Most thorough and exhaustive manner. 
Opposed, arranged, and edited by L. H. SOUTHARD and a E. WHITING. 
Price (in cloth) $8.50, 



Valuable Worfe for the Organ. 

USED AND RECOMMENDED BY THE BEST OR- 
GANISTS OF THE COUNTRY. 

Schneider's Practical Organ School. Contain- 
ing all necessary instructions in Fingering, Management of Stops, Pedals, 
&c, with a great variety of Exercises, Interludes, easy and difficult Volun- 
taries, &c, to which is added a Complete Treatise on Harmony and Thor- 
ough Bass. Boards, $3.50. 

Organ Gems. A Collection of Offertoires, Communions, 
Versets, Preludes, Fugues, &c. By J. Andre, E. Batiste, M. Brosio, 
A. Freter, A. Hesse, Lefeoure Wely, and others. Arranged and edited 
by Frederick S. Davenport. Boards, $2.50; cloth, $3.00. 

Organ 3£anual. Containing directions to persons desir- 
ous of purchasing an Organ, with a history of it, and a description of the 
Stops, Pipes, and general Interior Construction. By Rev. Henry D. Nich- 
olson, M.A, Cloth, 75 cts. 

Organist's Portfolio. A series of Voluntaries, selected 
from the works of Ancient and Modern Ctoruposers. By E. F. Rimbault. 
Cloth, $4.00. 

Fifty Pieces for the Origan. Comprising Offer- 

toires, Elevations, Communions, Entrees de Processions, Versets, Preludes, 
Sorties, not difficult, and carefully fingered. By E. Batiste. Complete, 
Boards, $3.50; Cloth, $4.00. 

Beauties for the Organ. A Collection of Pieces 

adapted us Introductory, Middle, and Concluding Voluntaries. In two Num- 
bers, each 60 cts. 

Practical Organist. A Collection of Voluntaries by 

tl»e best Composers. $1.00. 

Hiles's Short Voluntaries. Nine Numbers. Each 

60 cts. 

Sink's Preludes and Interludes. For Organ, 

Harmonium, and Melodeon. 75 cts. 



Cabinet Organ, Melodeon, and Harmonium. 

CLARKE'S NEW METHOD. EOS REED ORGANS. The only stan- 
dard and general method for all Cabine* Organs and Melody -is published in the 
country. Used by the best teachers everywhere. Containing the largest number 
of beautiful Recreations, Voluntaries, Exercises, &c., ever issued in one volume. 
By W. H. Clarke. Price $2.50. 

CLARKE'S NE W REED ORGAN COMPANION. A Companion to the 
" New Method," w;th entirely different contents. Adapted to the wants of all 
classe*. An easy and attractive system of instruction, containing the popular 
Marches, Waltzes, Polkas, and Operatic Gems of the day. Easy and Melodious 
Voluntaries ; also a large number of Favorite Songs, Ballads, Duets, &c., with 
accompaniments for the Cabinet Organ or Melodeon. Price $2.00. 

CARH ART'S MELODEON INSTRUCTOR* An easy method, with favor- 
ite Bongs and Pieces. $1.50. 

MELO DEON WITHO XJT A MASTER. By E. L. White. 75 eta. 

WINNER'S PERFECT GUIDE FOR THE MELODEON. Design** 

to enable any one to obtain a knowledge of playing without a teacher, with a 

Collection of the Choicest Melodies of the day. 75 cts. 

WINNER'S PERFECT GUIDE FOR THE CABINET ORGAN. 

Containing a Complete Course of Instruction, designed to impart a knowledge 
of the art of playing without the aid of a teacher; together with a large Collec- 
tion of the Popular Melodies of the day, for practice and recreation. 75 cts. 

MUNDEL'S MELODEON INSTRUCTOR. By Johh ZuVDEL. $2^0. 
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